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ABOUTTHIS BOOK 

Over the last two decades, the world of Romanian art has seen ¡ts most spectacular development in the area of photography, with 
a number of Romanian artists working in this médium having obtained international recognition. However, the lack of knowledge 
about Romanian art and Romanian artists in general (including those working with photography), both outside the artistic community 
as well as ¡nternationally, cannot go unnoticed. 

There are many reasons for this situation, some of which will be discussed in the following pages. One is the absence of publications 
describing what goes on in this field in a coherent and systematic way (Le. providing analysis of the different trends, themes and paths 
adopted by Romanian artists, and placing them in an international context). 

The aim of this book ¡s to chart the developments ¡n Romanian photographic art since the fall of communism. It sen/es as an overview 
of Romanian photography in this context, and will not cover the entirety of the movement. 

In the future we hope to see new publications emerge that will enlarge on some of the aspects merely touched upon here, as well 
as introduce new “actors” to the “stage”. Besides their artistic valué, a further criterion used in selecting the artists presented in the 
following pages was their involvement ¡n projects organised or exhiblted by Galeria Nouá. Since its foundlng ¡n 2001, the gallery has 
strlved in its curatorial programmes to achieve a balance between established and emerging artists, showcaslng solo as well as group 
exhlbitions, both of Romanian and international orlgin. Indeed, Galeria Nouá has succeeded in being perceived as both a mainstream 
and alternative exhibition space. 

Finally, alongside some already familiar ñames, we wanted to present a new generation of Romanian theorists capable of placing 
Romanian artistic production in the flelds of photography and new media in a wider historlcal and cultural context. In doing so, they 
manage to overeóme the geographical and political barriers that characterised much of recent hlstory. 
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DESPRE ACEASTÁ CARTE 

Tn contextul artistic románese fotografía a avut evolutía cea ma¡ spectaculoasá din ultímele douá decenü, ¡ar cativa artístí románl ce 
lucreazá partlal sau exclusív cu acest medíu au dobándlt notorletate ¡nternatlonalá. Totusl nu putem sá nu observám cá arta sí artistii 
románl ín general si ceí din domenlul fotografíel (care ne ¡ntereseazáTn cazul de fatá) sunt destul de putln cunoscutí, atátín Románla, 
Tn atara comunltátü artlstlce cát sí pe plan International. 

Cauzele sunt múltiple si ele sunt discútate partial Tn paglnlle urmátoare. Prlntre ele se numará si inexistenta unor publlcatü care sá 
artlculeze Tntr-un mod coerent si sistematic ceea ce se Tntámplá Tn acest domenlu (analizares dlverselor programe, teme si directii pe 
care le abordeazá artlstü románl, situares lor Tntr-un context International mal larg, etc.) 

Scopul acestel cártl este de a face o sectiune prln ce s-a Tntámplat Tn fotografía románeascá de artá Tn perloada post-comunlstá. 
Nu avem Tnsá pretentla cá Tn aceastá lucrare este cuprlnsá Tntreaga mlscare fotografleá románeascá. Sperám cá Tn vütor sá apará si 
alte cárti care sá detalleze únele lucrurl care aiel poate sunt doar enuntate si sá aducá “actori” nol Tn “scená”. Dincolo de valoare, unul 
dintre crlterüle selectiel artlstllor prezentati Tn paglnlle urmátoare a fost si acela cá cel mal multi dlntre ei au fácut parte din diverse 
prolecte organízate sau prezentate la Galería Nouá. De la Tnfiintarea sa Tn 2001, aceasta a Tncercat prln programul sáu sá facá un 
balans Tntre artlstü cunoscutí sau la Tnceput de drum, sá prezlnte expozltii personale si de grup, románestl si Internationale, reusind 
sá fie perceputá Tn acelasi tlmp ca un spatlu expozltlonal atát mainstream cát si alternatlv. 

Nu Tn ultlmul ránd, am urmárlt ca pe lángá cáteva nume deja cunoscute, prln aceastá publicatle sá lansám si o nouá generatle de 
teoreticlenl capablll sá analizeze productüle artistice románestl din domenlul fotografíel si noilor medü Tntr-un context ¡storlc si cultural 
mal amplu, depásind barierele de ordin geografic si polltlc care au constituit serloase handlcapurl de-a lungul multor decenü. 


Aurora Klrály 


Director 

Galería Nouá, Bucuresti 



‘Romanian Urban Pop” Tn era reproducerii mondiale a sistemului artei contemporane 
‘Romanian Urban Pop” in the Age of the World Reproduction of the Contemporary Art System 


Cosmin Costinas 

The morning after the night when 
contemporary art was celebrated ¡n 
Romanía as an almost ¡solated area of 
cultural productlon transposable ¡nto the 
¡nternational debate, we should be 
wondering what dlscurslve posltions are 
held by the arts ¡n Romanía, what those 
¡nternational dlscourses presuppose, on 
what structures they rely, and what our 
startlng point should be. 

The last two decades have seen 
reproduction of the contemporary art 
system on a world scale, from the Western 
context ¡n which it was produced to non- 
Western cultural contexts. The construction 
of this system began cautlously between the 
two world wars, contlnulng at a rapid pace 
¡n the 1960s before witnesslng a real boom 
¡n the 1990s and subsequent global 
expansión. It ¡s easy to see this expansión 
as a consequence of the prollferatlon of 
capital on a global scale, a consequence 
medlated only by the pressure placed by 
global capital on the political transformation 
of “closed” societles, “their openlng towards 
democratic”, “transltlon” or “¡ntegratlon”, to 
use but a few terms adapted to one región 
or another, be ¡t Eastern Europe, China, 


ín dlmlneata de dupá noaptea celebrárü artei contemporane din Romanía ca 
spatlu aproape ¡zolat de productle cultúrala traductibilá íntr-un dlalog 
¡nternational, ar trebul sá ne íntrebám ce pozltü discurslve sunt ocúpate de arta 
din Románia? SI ce presupun aceste dlscursurl Internationale, pe ce structuri se 
bazeazá si de unde pornim no¡? 

Ceea ce s-a íntámplat ín ultímele douá decenü a fost o reproducere a sistemului 
artel contemporane la scará mondialá, din contextul occidental ín care a fost 
produs ínspre contexte cultúrale non-occldentale. Constructla acestul sistem a 



Tnceput timid Tntre cele douá rázboale mondlale si a contlnuat Tntr-un ritm 
accelerat din anü salzecl, cunoscánd o adeváratá explozle din anü nouázecl, 
odatá cu extlnderea luí globalá. E usor de urmárlt aceastá expanslune ca o 
conseclntá a prollferárü capitalului la scará globalá, conseclntá mljlocitá doar de 
preslunea exercltatá de capitalul global pentru transformarea polltlcá a socletátllor 
“ínchlse”, pentru “deschlderea lor democratlcá”, pentru “tranzltle” sau “Integrare”, 
ca sá foloslm cativa dlntre termenll adaptatl unel reglunl sau alíela, fie cá e vorba 
de Estul Europel, China, Asia de Sud-Est, America Latiné, Orlentul Mljloclu sau 
partí ale Africil. ín cadrul acestul proces global de Integrare económica, polltlcá si 
finalmente culturalá, naratlunea transformárü postcomunlste a tárllor din Estul 
Europel e doar un capítol, cu asemánárlle si slngularltátlle sale. 

Partlclparea artlstllor din contexte non-occldentale la fazele anterloare ale 
¡nternatlonaüsmulul modernlst s-a petrecut, ín general, prln cazurl Individúale sau, 
ín sltuatü exceptlonale, prln grupuscule prelnstltutlonale. Odatá cu anü nouázecl 
ínsá, numárul particlpantllor creste brusc, artlstü filnd ínsotltl de altl actorl, ale 
cáror roluri sunt ín general fórjate pentru si de cátre prlmll lor ocupantl (curatorl, 
miel ¡nstitutü etc.) care creeazá masa crltlcá pentru fundarea unul set de ¡nstltutü 
convergent cu cel exlstentín spatlul occidental, ¡nstltutü absente mai degrabá din 
llpsa unor factorl externl scenel de artá, ín zonele respective. E ¡nteresant de 
urmárit cum, ín aceste contexte Incipiente, una dlntre prlmele ¡nstltutü care apare, 
de multe orí sub o justificare ¡mperloasá, este cea a bienalel. Avantajele acestul 
format, precum vlzlbilltatea rapldá pe care o oferá contextulul, amblgultatea 
termenulul care permite plasarea sub aceeasl umbrelá nomlnalá a unor 
evenlmente cu structurá, dlmenslunl si bugete radical dlferite, dar si mística 
cuvántulul care legltlmeazá slmbollc automat apartenenta la o clasá 
¡nternatlonalá, transformé bienala ín cea mal seducátoare structurá ¡nstltutlonalá 
a slstemulul occidental. Instltutü precum muzeele reprezentatlve sunt mult mal 
difícil de sustlnut cu aceeasl flexlbllltate a capabllltátüor si bugetelor. E la fel de 
¡nteresant faptul cá aceastá prollferare rapldá si media friendly din ultímele douá 
decenü a blenalelor ín majorltatea contextelor (cu precádere ín cele non- 
occldentale), a starnlt deja o amplá dlscutle asupra cauzelor, vütorulul, beneflcülor 
si dezavantajelor acestul format, ¡gnorándu-se, ín majorltatea cazurllor, fenomenul 
general, acela al prollferárü íntregulul slstem al artel contemporane, ín care “the 
mushrooming of the biennials" este doar clreasa párgultá a unul tort necopt. 
Exlstenta tuturor acestor elemente ín llpsa cadrulul ¡nstltutlonal occidental e o 
premlsá suflclentá pentru declararea unel sltuatü de crlzá, ocurentá cvasl generalá 


South-East Asia, Latín America, the Mlddle 
East or parís of Africa. Wlthln thls global 
process of economlc, poütlcal and 
(eventually) cultural ¡ntegratlon, the hlstory of 
East European post-communlst 
transformatlon ¡s but one chapter, 
contalnlng both slmllarltles and unlque 
characterlstlcs. 

The partlclpatlon of artlsts from non- 
Western contexts ¡n the early stages of 
modernist ¡nternatlonallsm generally 
happened ¡ndlvldually or, ¡n exceptlonal 
sltuatlons through small pre-institutional 
groups. In the 1990s, however, thelr 
numbers suddenly began to rise, the artlsts 
belng accompanled by other actors wlth 
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roles generally created for and by thelr 
former occupants (curators, small 
¡nstltutlons, etc.) who create the crltical 
mass necessary for the foundatlon of a set 
of ¡nstltutlons that converge wlth thelr 
counterparts ¡n the West, ¡nstltutlons that 
had prevlously been absent malnly due to 
lack of favourable condltlons external to the 
art scene for each respective area. In the 
case of these initial contexts, ¡t ¡s ¡nterestlng 



Ion Grigorescu - Fárá títlu / Untitled, Trálsteni, 1976 


to follow how one of the flrst ¡nstltutlons to 
emerge (very often as a necessary 
justlflcatlon) ¡s the blennlal. The advantages 
of thls format - the rapld vlslblllty afforded to 
the context, the percelved amblgulty of the 
term that allows events of radlcally dlfferent 
structures, slzes and budgets to be placed 
under the same nominal umbrella, the 
mystlcal nature of the word that glves 


a lumü artel. Oriza devine ínsá cu atát mal accentuatá cu cát solutla íntrevázutá 
rámáne, ín majorltatea cazurllor, reproducerea formalá páná la capát a slstemulul 
artel occldentale, fárá a se lúa ín calcul, de multe orí, linllle de conflict care apar 
la nlvelul dlscursulul si al contení -ulul prln acest tip de relatlonare a spatiului 
occidental cu spatü care, dlntr-un motlv sau altul nu participé, efectlv sau 
slmbollc, la dlstrlbutla puterü. Internatlonala artlstllor, ímpreuná cu Internatlonala 
curatorllor, ímpreuná cu Internatlonala mlcllor spatü non-comerclale (e de amlntlt 
alcl pozltla de nol starurl rásfátate ín cadrul pletel de artá contemporaná, aflaté 
íntr-o expanslune dellrantá, ale unor ¡nstltutü hlbrlde project space / artist run 
space desfásuránd si o actlvltate comerclalá ín crestere) tlnd sá ísl construlascá 
dlscursul ín jurul nevoll de constructle ¡nstltutlonalá, reproducerea ¡nstltutlonalá 
occldentalá devenlnd dlscursul ínsusl al acestor ¡nltlatlve. 
ín majorltatea contextelor occldentale (ar f¡ momentul sá preclzez alcl cá, ín acest 
caz, contextul occidental de care vorbesc nu se suprapune cu Occldentul 
Rázbolulul Rece. Spatü care dlntr-un motlv sau altul nu au fost complet Intégrate 
ín unanlmltatea economicé si politicé a Occldentulul ín sens tare, ca tárlle 
scandlnave, spatlul ¡beric, pártl ale Amerlcü Latine, experlmenteazá acum 
simptome slmllare, desl de multe orí la scará mult redusá fatá de spatü excluse 
anterior Occldentulul, ca Europa de Est, Asia de Sud-Est, China etc.) dlscursurlle 
dominante pot sá fie clrcumscrlse unor linii dlrectoare a cáror evolutle se 
íntálneste cu ¡storla ¡ntelectualá a Occldentulul ultimelor decenü. ín cadrul acestor 
dlrectil, ¡nfluentate de dlversele linii neomarxlste si postmarxiste (atát la nlvelul 
confenf-ulul cát si la nlvelul loglcü de funcionare ¡nstltutlonalá) si de sublectele de 
Interes ale studülor cultúrale, un spatlu cu o recurentá obsedantá este acela al 
dlscursurllor céntrate asupra orasulul, ca nouá geografle de desfásurare a marllor 
procese ale modernltátü tárzii, ca nou actor al lumü globallzate, ca retea mondlalá 
unlformlzantá si generatoare de nol relatü de putere ínloculndu-le pe cele aflate ín 
schema ín care actorü centrall erau statele-natlune. Dlscursurlle artlstlce au venlt 
fie ín forma anallzelor dlverselor programe urbanlstlce ca manlfestárl ale unor 
programe politice si soclale mal ampie (acest tip de prolecte a fost aproape 
deflnltorlu pentru a douajumátate a anllor nouázecl), fie ín forma asumárü orasulul 
ca scená pentru dlscursurlle sublectlvltátllor, fie ca o sursá de studü asupra 
structurllor loculrü. 

Convergenta dlscursurllor spatülor non-occldentale la púnetele nodale ale 
ma//isfream-ulu¡ occidental este de multe orí problemática. Cazul románese 
poate f¡ ¡lustratlv pentru paradoxurlle si amblvalentele generate de íntálnlrlle 
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partíale si fragmentare cu contextul International, cu atát ma¡ mult cu cát ¡storía 
culturáis a Románlel a ¡nfluentat traducen diferite si slngularltáti si la nlvelul 
llmbajulul vlzual. Spatlul cultural románese a fost forjat de laínceput ca un prolect 
contlnuu de constructle, inserís ín schema Tn care o elltá constructoare se 
raporteazá la un model superior preexlstent (observat de multe orí mal degrabá 
Tntr-o stare flxá si flnltá decát ca un model de evolutle) si care, pentru ducerea la 
bun sfárslt a mlslunü sale se aflá íntr-un confllct ¡reconclllabll cu másele reticente. 
Acest model deflnltorlu, nu doar pentru cultura el si pentru política din Romanía, 
a favorlzat un anumlt tip de productle cultúrala, ín care metaflzlcul zambea 



íntotdeauna arlstocratlc si meflant ¡den de ancorare ín contextul social ¡medlat. 
Desl arta contemporaná romaneases nu putea sS scape acestel scheme, poate 
cS cele mal articúlate semne de íntrebare si cele mal Interesante umbre de dublu 
apar toemal alcl. 

íncepánd cu sfarsitul anllor salzecl, ín arta romaneases au apSrut pozltll 
convergente unor manlfestSrl occldentale ale acelei perloade, avánd la bazS 
contacte si ¡nformatü din afarS, íntr-o mSsurS mult mal mare decát s-ar explica 
prln mltul ¡zolárü si al “relnventárü spontane” care functloneazá atát ín lecturlle 
lócale cát si ín cele Internationale ale perloadei. Serge Spltzer, Andrel Cádere, 


automatlc symbollc legltlmacy to member- 
shlp of an International class - turn the 
blennlal ¡nto the most compelllng 
¡nstltutlonal structure ¡n the Western system. 
It ¡s far harder to support ¡nstltutlons llke 
museums wlth the same flexlblllty of 
capabllltles and budgets. It ¡s equally 
¡nterestlng that thls swlft and media friendly 
prollferatlon of blennlals has ¡n most 
contexts (malnly non-Western) durlng the 
last two decades already glven rlse to wlde- 
ranglng dlscusslon on the causes, future, 
and advantages and dlsadvantages of the 
format - wlth, ¡n most cases, the general 
phenomenon of promotlng the entlre 
contemporary art system belng ¡gnored and 
“the mushrooming of the biennials” seen as 
merely as the exlstence of a rlpe cherry atop 
an unbaked cake. 

The exlstence of all these elements ¡n the 
absence of a Western ¡nstltutional 
framework provldes us wlth sufflclent 
grounds to declare a crisis, a quasl general 
occurrence ¡n the art world. The crisis 
deepens as the solutlon envlsaged ¡s, ¡n 
most cases, the complete and formal 
reproductlon of the Western art system, 
often wlthout taklng ¡nto consideraron the 
Unes of confllct appearlng at the level of 
dlscourse and contení as a result of thls 
klnd of relatlng the Western area to areas 
whlch, for one reason or another, do not 
play a role, elther effectlvely or symbollcally, 
¡n the distribution of power. The Artists 1 
International together wlth the Curators 1 
International and the International of small 
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non-commercial exhibition spaces (¡t ¡s 
worth mentioning here the position of new 
stars on the rapidly expanding contem- 
porary art market of certain project space / 
artist-run space hybrid institutions which are 
becoming ¡ncreasingly commercially active) 
tend to build their discourse around the 
need for institutional construction, with 
Western institutional reproduction becoming 
the discourse of those ¡nitiatives. 

In most Western contexts the prevalent 
discourses can be associated with certain 
guidelines, whose development was 
influenced by Western ¡ntellectual history of 
the last few decades. It should be noted 
here that the Western context I refer to is not 
synonymous with the West of the Coid War, 
due to the existence of areas which, for one 
reason or another, were not integrated 
entirely into the economic and political unión 
existing in the West in a broad sense, such 
as some Scandinavian countries, the Iberian 
area, parts of Latin America, but which now 
display similar symptoms (though these 
symptoms are far less extreme by 
comparison with other areas previously 
excluded from the West, such as Eastern 
Europe, South-East Asia, China, etc.). As 
part of those guidelines, influenced by 
various neo-Marxist and post-Marxist ideas 
(both at the level of content and the level of 
the logic of institutional functioning) and the 
areas of interest in cultural studies, a 
frequently recurring area is that of the 
discourses that see the city as a new 
geographical space in which the large-scale 


grupurile 1+1+1, apoi Sigma, Kinema Ikon, Paul Neagu, Geta Brátescu, Ion 
Grigorescu si altii au produs íntr-o familiaritate conceptúala cu fenomenele 
internationale ale perioadei. Influentele majore asupra acestor artisti sunt legate 
de conceptualismul acestei perioade, de mostenirea Fluxus sau de revizitárile 
constructivismului mai degrabá decát de arta pop, o naratiune care nu putea sá 
ísi gáseascá rádácini relevante íntr-o societate care íncá nu cunostea cultura de 
consum la dimensiunile ei occidentale si nici ín fórmele ei schematice din alte tari 
est-europene. Si, poate mai adánc decát ín aceste tárl, productiile cultúrale din 
Romanía ale perioadei de dinainte de ’89, ímpreuná cu participarea la circuitul 



ideatic international de care vorbeam mai sus, s-au ancorat íntr-o serie de 
referirte cultúrale lócale, ín mare másurá idei venind dinspre zona literará, aflate 
la rándul lor íntr-o legáturá stránsá cu recuperarea unor discutii interbelice, cu o 
pronuntatá laturá poeticá, metafizicá, “oniricá” si aflate ín mare másurá ín 
disjunctie fatá de societate. E interesant de mentionat aici o turnurá a anilor ’80, 
ín care un grup format cu precádere din reprezentanti ai pozitiilor “experiméntale” 
ale deceniilor precedente, grupul Prolog, se adánceste íntr-o creatie legatá 
profund de rewVa/-ul religios ortodox din aceastá perioadá al intelectualitátii 
románesti. La fel de relevantá este si evolutia de dupá ’89 a principalilor 
reprezentanti ai acestui grup, intrati ín mainstream -ul cultural al noii Románii si 
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processes of late modernity unfold - as a 
new player ¡n the world subjected to 
globallsatlon, as a levelllng world network 
that generates new power relatlonships to 
replace those from a time when natlon- 
states were the leadlng players. The artistic 
dlscourses took the shape elther of analyses 
of varlous town-plannlng programmes, 
percelved as manlfestatlons of more 
comprehenslve polltlcal and social 
programmes (thls type of projects was 
almost emblematlc for the second half of the 
1990s) or of an understandlng of the clty as 
a stage for subjectlve dlscourses or as a 
source of surveys of habitat structures. 

The ¡ntersectlon of the dlscourses on non- 
Western areas wlth the crucial polnts of the 
Western malnstream ¡s often accidental. The 
Romanlan case ¡s ¡llustratlve of the 
paradoxes and amblvalence glven rlsen to 
by partlal and fragmentary encounters wlth 
the International context, and thls is all the 
more so glven that Romanlan cultural hlstory 
has also ¡nfluenced dlfferent translatlons and 
singular elements at the level of visual 
language. The Romanlan cultural area was 
concelved from the very beglnnlng as a 
contlnuous bulldlng project, ¡n whlch a 
bulldlng elite relates to a pre-exlstlng 
superior model (often observed ¡n a flxed 
and complete State rather than as an 
evolutlonary model) and whlch, ¡n order to 
achleve ¡ts mlsslon, ¡s ¡n a State of 
¡rreconcllable confllct wlth the retlcent 
masses. Thls model ¡s characterlstlc not 
only of culture but also of Romanlan polltlcs, 
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which have favoured a type of cultural 
productlon ¡n which the meta-physlcal 
looked down deflantly upon the idea of 
anchorlng ¡n the ¡mmedlate social context. 
Though Romanlan contemporary art was 
unable to elude thls scheme, ¡t does contaln 
what are maybe the most artlculated 
questlons and most ¡nterestlng traces of 
doubt. 

In the late 1960s, posltlons convergent wlth 
certaln Western manlfestatlons began to 
appear ¡n Romanlan art. These were based 
on contacts and Information from abroad to 
a greater extent than can be explalned 
through the myth of ¡solatlon and of 
“spontaneous relnventlon” apparent both ¡n 
the local and the International reports of the 
time. Serge Spltzer, Andrel Cádere, the 


propulsatl ín pozltll de putere ímpreuná cu confratü conservatorl neo-ortodocsl si 
“neo-lnterbellcl” din sfera llterará. 

Imedlat dupá 1989, se accelereazá radical nevóla de racordare la slstemul 
International, facllltatá si de aparltla programulul Soros. Cele mal Interesante si 
vlzlblle pozltll ale acestel perloade se conecteazá si ele la dlscutü din contextul 
cultural románese mai larg, de pe alte pozltll ínsá, artlculánd ín acelasl tlmp si 
paradoxurlle productlel cultúrale contemporane Tntr-un spatlu ín care 
suprapunerea unor programe de modernizare dlferlte si nlclodatá termínate 
relntrau íntr-un confllct vlzlbll únele cu áltele si cu fondul premodern. Grupul 
SubReal contrlbule la discutía reaprlnsá cu paslune asupra ¡dentitátii románestl, 
din perspectiva strateglllor de deconstructle a mlturllor fondatoare ale natlunü si 
ale locurllor comune mal recente care functlonau pe acelasl paller. ín acelasl tlmp, 
promovarea nollor media - de aceastá datá la pachet cu dlscutüle din jurul lor 
purtate pe scena ¡nternatlonalá (pe fondul puseulul utoplc din anü nouázecl al 
comunltátllor conéctate cu new media), ín mod dlferit fatá de maniera ¡zolatá ín 
care artlstü video románl de dlnalnte de '89 ísl preluau ¡nformatüle - se face nu fárá 
constlentlzarea paradoxurllor contextulul cultural románese din acel moment. 1 
ín acelasl sens, Dan si Lia Perjovschl, conectatl índeaproape cu opozltla 
antlcomunlstá si cu mlscárlle clvlce ale anllor nouázecl, exprlmá eriza reartlculárü 
pozltlel lor politice de la llberallsmul clvlc la stánga critica catre sfársltul anllor 
nouázecl si avatarurlle acestor mutatü pe fondul relatlel cu scena occldentalá. 
Dacá ar f¡ sá ¡dentlflcám un spatlu al productlel vlzuale cu o mare relevantá pentru 
aceastá perloadá, acela ar f¡ ¡lustrarea confllctelor procesulul de modernizare a 
Románlel prln marca lor flzlcá asupra oraselor (cu o concentrare asupra 
Bucurestlulul). Flzlcalitatea si nemljloclrea manlfestárllor ¡storlce ín structurlle 
urbane si soclale, orasul ca llpsá de urbanltate sau ca suprapunere de idei dlferlte 
asupra urbanltátü au fost abórdate cu perplexltate, cu furle, cu ¡ronle sau cu 
dlstantá jurnallstlcá, creándu-se cáteva ¡maglnl care ar putea devenl ¡conloe 
pentru íntreaga perloadá a “tranzitiel” ín Románla. 

ín 1999, perceptla “tranzitiel” ca realltate suspendatá ín afara ¡storlel si llpsltá de 
flnalltate concretá e zdrunclnatá de perspectiva aderárü la Unlunea Europeaná la 
o datá ciará, determlnánd o ¡mportantá mutatle la nlvelul pslhologlel colectlve 
románestl, mal accentuatáín rándurlle grupurllor care aveau de cástlgat dlrect de 
pe urma acestor evolutü. ín acelasl an, Románla ínreglstreazá din nou o crestere 
economlcá - devenltá un adevárat boom ín urmátorü anl, reflectat pe deplln ín 
Bucurestl, oras transformat rapld dlntr-un urlas dormltor/santler al ¡storlel íntr-o 
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1+1+1 group, followed by Sigma, Kinema 
Ikon, Paul Neagu, Geta Bratescu, Ion 
Grlgorescu, and many others, produced 
works that were similar ¡n terms of concepts 
wlth the then current International 
phenomena. The major ¡nfluences on those 
artlsts carne from the conceptuallsm of that 
perlod, the Fluxus legacy or a revlsltlng of 
constructlvlsm, rather than pop art, a form 
of art unable to flnd relevant roots ¡n a 
soclety that dld not yet have a Western- 
slzed consumer culture and was unaware of 
the sketchy forms thereof to be found ¡n 
other East-European countrles. And, 
perhaps more extenslvely ¡n those 
countrles, cultural productlon ¡n Romanía 
before 1989, together wlth participaron ¡n 
the aforementioned International Circuit of 
¡deas, was anchored ¡n a number of local 
cultural references, largely ¡deas comlng 
from the llterary sphere, whlch were very 
closely related to the recuperaron of inter- 
war debates wlth a strong poetlc, 
metaphyslcal, “onelrlc” touch, whlch largely 
dlverged from those advocated by soclety. It 
¡s worth mentlonlng a turnlng polnt ¡n the 
1980s, when a group malnly conslstlng of 
representatlves of the "experimental" 
posltlons of the prevlous decades, the 
Prolog group, promoted work closely 
connected with the Orthodox rellgious 
revlval of the Romanlan ¡ntellectuals at that 
time. The development, after 1989, of the 
maln representatlves of that group ¡s equally 
relevant, as they jolned the cultural 
malnstream of new Romanía, belng 
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propelled ¡nto ruling positions together with 
their neo-Orthodox and “neo-inter-war” 
conservative fellow writers. 

Shortly after 1989, the need to join the 
¡nternational system became absolutely 
necessary, facilitated as ¡t was by the 
emergence of the Soros programme. The 
most ¡nteresting and visible positions of that 
time were also connected with the debates 
in the larger Romanian cultural context - 
however, at the same time, from other 
positions they also articulated the 
paradoxes of contemporary cultural 
production in an area where the different 
overlapping and never-to-be-completed 
modernlsation programmes again carne into 
visible conflict with each other and its pre- 
modern history. The subREAL group 
contributed to the heated debate on 
Romanian identity from the perspective of 
the strategies for the deconstruction of the 
founding myths of the nation and the recent 
commonplaces operating at the same level. 
Moreover, fostering the new media - this 
time in tune with discussions focusing on 
them worldwide (and against the backdrop 
of the Utopian boom in communities 
connected with the new media in the ’90s) 
and organised differently from the isolated 
way in which Romanian video artists 
obtained their information before 1989 - was 
done in full awareness of the paradoxes in 
the Romanian cultural background at the 
time. 1 

Along the same lines, Dan and Lia 
Perjovschi, who had cióse links to the anti- 


metropolá energeticá. ín aceastá perioadá, programul Soros din Romanía se 
íncheie, dar noi structuri institutionale íncep sá prindá contur, din ce ín ce mai 
accelerat si ocupánd o paletá tot mai diversa de pozitii. O nouá generatie de 
artisti, adolescenti ín perioada schimbárii si chiarín primii ani ai marilor confruntári 
politice de dupa ’89, aparín prim plan. Plurivalentá si stratificatá, scena tánárá de 
artá contemporaná din Romanía poate fi cu greu redusá la cáteva IJnií definitorii, 
ea fiind produsul contextului ín care relativul monolit al artei contemporane din anii 
’90, aflat íntr-o stare de asediu fatá de reprezentantii vechilor media si fatá de 



dusmanul ideologic amorf, simultan fesenist si neo-ortodox, este spart ín directii, 
grupuri si institutii cu programe, agende si functii diferite. De altfel, disjunctia cu 
generatia precedentá este si ea bluratá si inexactá. O parte din artistii generatiei 
precedente ísi schimbá si ei sferele de interes sau atitudinile, odatá cu generatia 
mai tánárá. 

Putem totusi construí firul unei schimbári de pozitionare, cu atát mai interesant cu 
cát aceasta devine relevantá pentru evolutia culturalá a Romániei ultimilor ani. 
Cultura de consum care a iesit dupá ’89 din cáteva sufragerii privilegíate íntr-o 
societate ín care comunicatiile ín masá au crescut íntr-un ritm coplesitor 




(asimetric fatá de cresterea económica a altor sectoare, aflate orlcum Tn crestere, 
statisticlle Tnreglstránd un numár spectaculos de televlziunl, institutii de presa si 
gadget -uri de comunicare pe cap de locutor) s-a transformat Tntr-o industrie a 
entertainment -ulul suflcient de diferitá fatá de cultura pop occldentalá si suficlent 
de legatá de folclorul grupurllor sociale rapid urbanízate Tncát sá lase scena de 
artá contemporaná fárá puntl de legáturá. Astfel, unul dlntre cele mal pregnante 
fenomene din arta contemporaná románeascá din ultlmll anl a fost constructla 
metodicé a universului vlzual al culturii pop occidentale Tn spatlul románese. 



Vlad Nanea - Down to Earth, 2001 - 2003 


Preluatá bucatá cu bucatá, strat cu strat, de la subculturlle urbane occidentale 
paná la alternative fashion, de la referinte cult la muzlcá si forme de socializare, 
cultura pop occldentalá a devenlt Tn Románla o culturé de nlsá, asoclatá elitelor 
urbane, totul pornlnd de la si Tntorcándu-se Tn scena de artá contemporaná 
tánárá. Partlcularltatea acestei situatü, Tn care cultura populará de masá din 
Románla este respinsá aproape complet de cátre scena de artá vizualá, care Ti 
contrapune productii legate de cultura pop occldentalá este relevantá pentru 
paradoxurile modernlzárii socletátii románestl. Procésele “pop art”-ulu¡ románese 
se produc Tntr-un sens ¡nvers fatá de cazul originar occidental, pornind de “sus” 


communlst oppositlon and the clvlc 
movements of the 1990s, went through the 
crisis of shlftlng their polltlcal bellefs, from 
clvlc llberallsm to the crltlcal left-wlng at the 
end of the 1990s, and the consequences of 
those mutatlons ¡n context of relations wlth 
the Western scene. 

If we were to ¡dentify an area of visual 
production of great relevance for that perlod 
it would be the ¡Ilustraron of how the 
confllcts ¡n Romanla's modernlsation 
process left their mark on the clties (mainly 
Bucharest). The dlrect and physlcal 
presence of the hlstorical events ¡n the 
urban and social structures, the city as the 
absence of urbanlty or as an overlapplng of 
dlfferent ideas about urbanlty, were tackled 
wlth perplexlty, fury, ¡rony or journalistic 
equidlstance, with a number of ¡mages 
being created that mlght become ¡cons for 
the entlre period of "transltlon" ¡n Romanía. 
In 1999, the perceptlon of "transltlon" as 
suspended reallty, outslde hlstory and 
devold of concrete flnallty, was shattered by 
the prospect of EU accesslon wlth a clearly 
deflned date, triggerlng an ¡mportant 
mutatlon at the level of Romanlan collectlve 
psychology (thls was deepest among 
groups that dlrectly beneflted from those 
developments). That same year, Romanía 
agaln saw economlc growth, and then a real 
economic boom ¡n the followlng years, a 
phenomenon fully reflected ¡n Bucharest, a 
city that was qulckly turned from a huge 
dormitory / building-site of hlstory ¡nto an 
energetic metrópolis. Durlng thls period the 
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Soros programme ¡n Romanía carne to an 
end, but new ¡nstítutíonal structures then 
started takíng shape at ever ¡ncreasíng 
speeds, coveríng an ever wider range of 
posítíons. A new generatíon of artísts - 
teenagers duríng the períod of change, and 
some even ¡n the first years of the large 
political confrontatíons after 1989 - carne to 
the fore. Multifaceted and stratified, the 
young contemporary art scene ¡n Romanía 
can not be defíned by a few characterístícs 
alone, as ¡t ¡s the product of the background 
agaínst whích the relatíve monolíth of 
contemporary art ¡n the 1990s - ¡n a State of 
síege agaínst the representa-tives of the oíd 
media and the amorphous ideologícal 
enemy that at the same tíme bore the mark 
of the National Salvatíon Front and of neo- 
Orthodoxy - splít ¡nto dlfferent trends, 
groups and ¡nstítutíons with dífferent 
programmes, agendas and functlons. 
Moreover, the dísjunctíon wíth the previous 
generatíon was also blurred and inaccurate. 
Some artísts of the previous generatíon also 
changed theír spheres of ¡nterest or theír 
attítudes concurrently wíth the young 
generatíon. 

We can, however, trace the change of 
posítíon, whích is all the more ¡nterestíng as 
the latter became relevant to Romanía's 
cultural development ¡n recent few years. 
The consumer culture that emerged after 
1989, from a few prívíleged lívíng-rooms ¡nto 
a socíety ¡n whích mass communí-catíons 
was growing at an overwhelmíng pace 
(asymmetrícally compared wíth economíc 
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growth ¡n other sectors, which were also on 
the rise, resulting in a spectacular number of 
televisión stations, media institutions and 
communication gadgets per capita), has 
become an entertainment industry 
sufficiently different from Western pop 
culture and sufficiently connected to the 
folklore of the rapidly urbanised social 
groups so as to leave the contemporary art 
scene without bridges. Therefore, one of the 
most conspicuous phenomena in Romanian 
contemporary art in recent years has been 
the methodical construction of the visual 
universe of Western pop culture in the 
Romanian space. Taken over piece by 
piece, layer by layer, from Western urban 
subcultures to alternative fashion, from cult 
references to musió and forms of 
socialisation, Western pop culture has 
become a niche culture in Romanía 
associated with the urban elites, with 
everything starting from and coming back to 
the young contemporary art scene. This 
particular situation, in which mass culture in 
Romanía is rejected almost entirely by the 
visual arts scene, which in turn produces 
work similar to that of Western pop culture, 
is a relevant paradox in the modernisation of 
Romanian society. The processes of 
Romanian “pop art” occur in the opposite 
direction to that of their original Western 
counterpart - that is, from “top” to “bottom”, 
starting from the artistic domain that creates 
strategies of penetration into public space. 
We see here another programme for the 
modernisation of Romanian society, with its 
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¡dealism and shortcomings, ¡n which a 
group of artistic ¡ndividualities are trying to 
take advantage of the relative anonymity of 
pop culture ¡n order to create thelr own, 
autonomous, insular visual unlverse ¡n 
Romanla's urban landscape. In thls 
process, the connectlon between the young 
contemporary art scene and the Creative 
Industries ¡s a cióse one, due both to the 
economlc necesslty that torces a large 
number of artlsts to work ¡n those flelds and 
a common under-standlng of the visual 
productlon and the references behlnd ¡t. 
However, desplte the potentlal to take 
advantage of these artistic productlons, 
most are carried out ¡n a non proflt splrlt. 
Followlng these developments, a plcture ¡s 
belng palnted of the clty (malnly Bucharest 
for the time belng) as a global metrópolis ¡n 
which the paradoxes of the prevlous perlod 
are reassessed and retranslated, from 
¡nterpretlng “the Westernlsatlon default” ¡nto 
explalnlng a global clty ¡n which paradoxes 
form part of the transformaron process. At a 
strlctly formal level, Romanlan “pop art” ¡s 
also beglnnlng to look at - carefully taklng 
over, asslmllatlng and provldlng a new look 
to - elements of mass culture ¡n Romanía, 
from hlp-hop to varlous Items of the 
communlst perlod, translated ¡nto a gallery 
and commerclal Eastalgia 2 . 

All these processes wlll presumably change 
slgnlflcantly when the market beglns to play 
an ¡mportant role ¡n contemporary art ¡n 
Romanía. The perlod of ¡nnocence and 
¡dealism, of conceptual wars, seems to be 
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ín “jos”, venind dinspre spatiul artistic care Tsi creazá strategii de ¡ntruziune ín 
spatiul public. Putem vedea a¡c¡ un alt program de modernizare a societátii 
románesti, cu idealismele si neajunsurile sale, Tn care un grup de individualitáti 
artistice íncearcá sá se substituie anonimatului relativ al culturii pop pentru a crea 
un univers vizual propriu, autonom, si insular Tn peisajul urban al Romániei. 
ín acest proces, legátura dintre scena de arta contemporaná tañará si industriile 
Creative este una stránsá, atat datoritá factorilor economici care determina o 
buná parte dintre artisti sá lucreze Tn aceste domenii cát si datoritá unei Tntelegeri 
comune a productiei vizuale si a referintelor din spatele ei. Totusi, Tn ciuda 
potentialului de capitalizare al acestor productii si actiuni artistice, majoritatea sunt 
desfásurate Tntr-un spirit non profit. 

Urmand aceste evolutii, orasul (Bucurestiul, cu precádere, si Tn acest moment) 
Tncepe sá fie ilustrat ca o metropolá globalá, Tn care paradoxurile perioadei 
anterioare sunt reevaluate si retraduse, din interpretarea “carentei de 
occidentalitate” Tn explicatia unui oras global Tn care paradoxurile sunt parte a 
procesului de transformare. La nivel strict formal, “pop art”-ul románese Tncepe sá 
priveascá si spre elemente ale culturii de masá din Románia, preluánd cu atentie, 
digeránd si reambalánd, de la anumite párti ale muzicii hip-hop páná la diverse item- 
uri ale perioadei comuniste, traduse Tntr-o óstalgie 2 de galerie si de spot publicitar. 
Probabil cá tóate aceste procese se vor schimba semnificativ cand piata va avea 
un rol ¡mportant Tn arta contemporaná din Románia. Perioada de ¡nocentá si 
idealism, de rázboaie conceptúale pare sá seTncheie, odatá cu profilareaTn ultimii 
doi ani a unor galeril cu activitate comercialá Tn crestere si participári la tárguri 
internationale. 


m 
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coming to an end with the emergence in the 
last few of years of galleries that are 
increasingly commercially active and 
participating in international fairs. 


Note: 

1 Cálin Dan ¡ntervievat de Adela Marcu Tn catalogul expozltlei 010101..., Centrul Soros pentru Arta 
Contemporaná - Bucurestl, 1995, pag. 5-19. 


Notes: 

1 Interview with Cálin Dan for the catalogue of the 
010101... exhibition, reallzed by Adela Marcu and 
published by the Soros Centre for Contemporary Art, 
Bucharest, 1995, p. 5-19 


2 óstalgie - nostalgie pentru 


2 Eastalgia - Nostalgia for the East 
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Fotografía ca mediu de experimentare artística Tn contextul románese dupa '89 
Photography as an Artistic Experimental Environment in the Romanian Context after ’89 

Irina Cios 


Changes in the status of image 

The emergence of photography as an image 
generator médium determines the 
acceleration of the creation process and 
implicitly of the communication processes. It 
transforms the general character of art by 
activating the eye in the process of making 
the photogram by revealing or bringing out, 
with its specific means, aspeets of reality 
that the eye cannot perceive, determines 
another type of reference to the truth. “You 
cannot claim to have seen something until 
you have photographed it” as Émile Zola 
remarked. Photography becomes a way of 
discovering reality as an obligatory mediator 
in the experience of knowledge. Taken as 
such, the photographic médium ¡s entitled 
to generate a fictional exploratory universe. 
Appropriated by artists, this experience is 
enriched by intermediality, surpassing and 
multiplying the resources of the médium 
itself. Despite technological limitations, 
nowadays photography has a particular 
place in Romanian art. 

A retrospective overview of the ’90s and the 
beginning of a new millennium outlines 
December '89 as a moment that marks a 
fundamental shift in the perception, 


Schimbári ín statutul imaginii 

Aparitia fotografiei ca mediu generator de imagini determina accelerarea proce- 
sului de creatie si implicit a celui de comunicare, transformánd caracterul general 
al artei prin activarea ochiului Tn procesul de realizare a fotogramei. Faptul cá 
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fotografia poate revela sau pune Tn evidentá, prin procedee specifice, aspeóte ale 
realitátii ce nu pot fi percepute cu ochiul líber, determina un alt tip de raportare la 
adevár. “Nu poti pretinde cá ai vázut ceva páná cand nu l-ai fotografiar remarca 
Émile Zola. Fotografia devine un mod de descoperire a realitátii ca intermediar 
obligatoriu Tn experienta cunoasterii. Acceptat ca atare, mediului fotografiei i se 
permite generares unui univers exploratoriu fictional. Apropriatá de cátre artisti, 
acestá experientá este Tmbogátitá prin intermedialitate, depásind si multiplicánd 
resursele oferite de mediul Tnsusi. ín pofida limitárilor tehnologice fotografia are un 
loe aparte Tn creatia contemporaná din Románia. 

O privire retrospectivá, asupra anilor ’90 si a Tnceputului de mileniu, defineste 
decembrie ’89 ca un moment ce marcheazá Tn Románia o schimbare 
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fundamentáis de perceptle, Tntelegere si raportare la realltatea vlzlbllá. 'Revolutla 
Tn dlrect' Impune fotografía si fllmul ca Instrumente prlnclpale ale llbertátü si ale 
accesulul la adevár. Dacá ín anü '80 strategllle de comunicare ín masá au Tncercat 
sá ínloculascá realltatea perceptlbllá cu un Imaginar prefabrlcat, “a vedea este a 
crede” 1 devine ín mod spontan marca decenlulul zece, preluarea si comunlcarea 
¡maglnll fünd o garantle a llbertátü. Fotografía devine o tehnologle acceslbllá, ceea 
ce determiné adoptarea sa nu doar ca dovadá, el ca o condltle a trálrll experlentel 
realitátll. 

ín pelsajul románese aceastá schlmbare de accent determiné ¡nstalarea 
fotograflel ca medlu de creatle ¡ndependent. Reactla ¡nteresatá a ¡nstltutülor 
(muzee, galerü, presé), va canaliza si atentla publicului si a colectlonarllor. Astfel 
ceea ce remarca W. Benjamín 2 , o jumátate de secol ínalnte, deflnlnd fotografía ca 
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tehnologle ce se transformé din ¡nstrument de creatle ín medlu artlstic ín slne, s-a 
petrecut alci ín anü ’90. 

Fotografía nu este ínsá un medlu ¡mplantat ín contextul creatlv din Románla 
decenlulul zece. Raportándu-se la o ¡storle strálucltá ín secolul al 19-lea, 
fotografía este unul din slmptomele post-modernltátü románestl (anü 70 si ’80) ca 
domenlu de experimentare 3 pe lángá ¡postaza documentará 4 , sau de schltá / 
ebosá cátre un ’medlu deflnltlv’ claslc 5 . Desl íntálnlm putlne evenlmente excluslv 
dedícate medlulul 6 páná ín anü ’90 r (cu exceptla saloanelor Asoclatlel fotografllor 
amatorl), fotografía este prezentá ín expozltü, fie de slne státátoare, fie ín 
completarea unel lucran orí ca martor / documentare ín cazul actlunllor. 
Fotografía deflneste o sltuatle complexá de ¡ntermedlere a actulul artlstic. De la 


understandlng and posltlonlng towards 
visible reallty. The Uve Revolutlon’ ¡mposes 
photography and film as key Instruments of 
freedom and of access to truth. If in the ’80s, 
mass communlcatlon strategles endeavored 
to replace the percelvable reallty wlth a 
fabrlcated ¡magery, “seelng ¡s bellevlng” 1 
spontaneously becomes the landmark of the 
tenth decade, the shootlng and 
communlcatlon of ¡mages belng a guarantee 
of freedom. Photography becomes an 
accesslble technology whlch leads to ¡ts 
wlde acceptance, not only as proof, but also 
as condltlon of experlenclng reallty. 

Thls change of accent leads to the 
establlshment of photography as an 
¡ndependent médium of creatlon ¡n the 
Romanlan artlstic context. The gradual 
¡nterest shown by ¡nstltutlons (museums, 
gallerles and the press) ¡n photography wlll 
also channel both the publlc's and 
collectors 1 attentlon. Therefore, what W. 
Benjamín 2 had observed half a century 
before, deflnlng photography as a 
technology which transformed from a 
Creative tool ¡nto an ¡ndependent artlstic 
médium took place here ¡n the ’90s. 

Yet, photography ¡s not a médium ¡mplanted 
¡n the Creative context of the tenth decade ¡n 
Romanía. Relatlng ¡tself to a remarkable 
hlstory ¡n the 19th century, photography ¡s 
one of the symptoms of Romanlan post- 
modernlty (the 70s and ’80s) as an 
experimental fleld 3 besldes ¡ts documentary 
feature 4 , or as a sketch / draft precedlng the 
transfer to a classlcal more establlshed 
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médium 5 . Although we may note only a few 
events exclusively dedicated to this 
médium 6 before the ’90s (excluding the 
salons of the amateur photographers' 
association), photography does appear in 
exhibitions, either by itself, or as part of an 
installation or as witness / documentation in 
the case of performances 7 . 

Photography defines a complex situation of 
intermediation of the artistic act. From the 
situation where the artist selects the field of 
image, clicks, develops the negative and 
personally carries out its transfer onto 
another support, to the one where only the 
artist ¡nterferes as a conductor / generator of 
making the photograph, or to the 
conceptual appropriation of some found 
images (as such or ¡ntervened upon), we 
find a wide range of auctorial postures. 
Many of them origínate from the historical 
avant-garde and also in structuralism. The 
attitude towards the author changes in the 
case of photography, not so much in 
relation with the public, but rather in relation 
with the author himself. 



ipostaza ín care artistul selecteazá cámpul imaginii, declansazá expunerea, 
developeazá filmul negativ si prelucreazá personal transpunerea pe un alt suport, 
la cea ín care artistul nu intervine decát la nivelul de dirijor / generator al 
fotografierii, sau la aproprierea conceptúala a unei imagini gásite (ca atare sau 
modificatá), distingem o paletá larga de ipostaze ale autorului. Multe dintre ele ísi 
au sursele ín avangarda istoricá si mai apoi ín teoría structuralistá. Prin fotografié 
atitudinea fatá de autor se modifica mai putin ín relatie cu publicul cát, mai 
degrabá, ín relatie cu autorul ínsusi. 

Suportul teoretic si circulatia conceptelor prin publicatii 

Un factor care a ¡nfluentat mutarea de accent si instalarea fotografiei cu drepturi 
depline ín peisajul artistic din Romanía a fost celebrarea, ín 1989, a 150 de ani de 
fotografié. Revista Arta, singura publicatie periodicá a momentului, reflecta asupra 
fenomenului artistic vizual contemporan prin filtrul sever al cenzurii. Parcurgerea 


The theoretical background and the 
circulation of concepts in publications 

A factor that influenced a change of attitude 
and the full-fledged installation of 
photography as an artistic médium, in the 
Romanian artistic environment, was the 
celebration of 150 years of photography in 
1989. Arta magazine, the only periodical 
publication of that moment, reflected upon 
the contemporary visual phenomenon 



24 





edltülor apárute Tn 1989 relevá o serie de aspeóte definitorii pentru contextul 
teoretic, si poate fi un ghid toarte útil Tn Tntelegerea reperelor la care se refera 
Tnceputul deceniului zece. 

Rásfolnd numárul 1/1989, remarcám un scurt articol ce semnaleazá expozltla 
artistulul conceptual olandez Jan Dlbbets 8 . Artlcolul citeazá pozitia artlstului 
privind investigarea spatiulul prln fotografié: “[...] Potl sá plasezi privltorul Tn spatlu 
si sá-l dezorientezi. Potl sá-l fací sá se simtá aslmilat, sá-l fací sá se simtá mic sau 
mare, potl torta spatiul peste el sau sá i-i sustragl. Vreau sá Tncerc tóate aceste 
posibllitátl fárá a máTngriji dacá aceasta se cheamá sau nu artá. Nu execut eterna 
operá de artá, nu fac decát sá dau o ¡nformatie vizualá. Sunt mai preocupat de 
proces decát de produsul final”. 

Numárul 2 al aceluiasl an este dedlcat postmodernlsmulul. Lectura lui ne face de 
fapt o radiografíe a clrculatlel de ¡del, care - Tn ciuda cenzurü - eraTn slncronie cu 
contextul International. Familiantatea cu textele de anallzá semlotlcá ale luí U. Eco, 


Teodor Graur - Nuntá / Wedding, 1985 Dan Miháltianu - Pantaloni de lucru 
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throughout the severe censorshlp fllter. The 
readlng of the 1989 ¡ssues reveáis a serles 
of deflnlng aspects for the theoretlcal 
context and can be a very useful gulde ¡n 
understandlng the landmarks of the 
beglnnlng of the tenth decade. 

Leafing through ¡ssue 1 / 1989, we notlce a 
brief article on the conceptual Dutch artist 
Jan Dlbbets 8 exhlbltlon. The article quotes the 
artlst's visión on ¡nvestlgating space through 
photography: “[...] You can lócate the vlewer 
¡n the space and dlsorlent hlm. You can make 
hlm feel assimllated, small or big, can forcé 
the space upon him or take ¡t away from hlm. 

I want to try all these possibilities wlthout 
worrying whether this ¡s art or not. I do not 
create the eternal work of art, I only offer 
visual Information. I am preoccupied more by 
the process than by the final resulf. 

The second ¡ssue of the magazine from the 
same year ¡s dedlcated to postmodernlsm. 
Its readlng proflles the dynamlc of ¡deas 
whlch - despite censorshlp - was synchro- 
nous to the International context. An 
anthology of representatlve text fragments 
shows the famlllarlty of the local cultural 
context wlth the semlotlc texts of U. Eco, W. 
Benjamín, R. Barthes but also wlth the 
postmodern and post-structuralist theorles 
of Ihab Hassan, J. F. Lyotard, J. Krlsteva, J. 
Habermas, T. Kuhn, F. Jameson, M. 
Foucault, G. Deleuze and F. Guattarl 4 . 

The approach of modernlty as an 
“¡ncomplete project”, the agency of 
concepts such as the culture of fragments 
(quotatlon, montage, collage, and found 
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object), pluralism, difference, the “rejection 
of structures, centers, ¡deologies”; double 
¡dentity, ¡sland, heterogeneity, discontinuity, 
otherness, pluricentrism and heterotopy, are 
some of the theoretical references of con- 
temporary artistic research. The ¡nterdisci- 
plinary model ¡s ¡llustrated by ¡ncluding ¡n the 
texis a selection of points of view from visual 
arts theory, as well as from literature, musió 
and architecture. All these set the premise 
for understanding the art of the ’90s, still 
anchored in postmodern discourse, but also 
facing the crisis of the paradigm shift and of 
the 'millennium' pressure. 

Issue 4 of the magazine is a reference one 
as it reserves a lot of space to photography. 
In his article Mihai Driscu outlines a profile of 
Romanian contemporary art. He defines two 
¡mportant features: the experiential enter- 
prise 10 and the multidisciplinar/ artist, “who 
expresses himself via various techniques 
and genres”. The article refers to a number 
of artists whose Creative discourse is also 
defined by photography: Geta Brátescu, Ion 
Stendl, Ion Grigorescu, Decebal Scriba 11 , 
Florin Maxa, Constantin Flondor, Doru 
Tulcan, losif Király and Ion Bitzan. 
Photography is appreciated as the “source 
for the latest experiments”, writes Decebal 
Scriba. The impact of poststructuralist 
theories is also echoed in visual arts. “When 
this approach is applied to arts and 
photography, form is treated as a visual 
language to be read and watched. Both 
texts and images must be read in detail, and 
their meanings must be decoded". 12 


W. Benjamín, R. Barthes dar si cu teoriile, postmoderne si destructuraliste ale lui 
Ihab Hassan, J. F. Lyotard, J. Kristeva, J. Habermas, T. Kuhn, F. Jameson, M. 
Foucault, G. Deleuze & F. Guattari este semnalatá prin includerea unei antologii 
de extrase reprezentative. 9 

Punerea Tn discutie a modernitátii ca “proiect ¡ncomplet”, activarea de concepte 
precum cultura fragmentelor (citat, montaj, colaj, obiect gásit) ca proces liberativ, 
pluralism, diferenta, “respingerea structurilor, centrismelor, ideologiilor”; 
dedublare, insulá, eterogeneitate, discontinuitate, alteritate, pluricentrism si 
heterotopie, sunt cáteva dintre reperele teoretice ale cercetárilor artistice ale 



momentului. Modelul interdisciplinaritátii este ilustrat prin includerea ín selectia de 
texte a unor puñete de vedere provenind din artele vizuale dar si din literaturá, 
muzicá, arhitecturá. Tóate acestea contureazá premizele pentru descifrarea artei 
anilor '90, ce rámáne ancoratáTn discursul postmodern, dar esteTn egalá másurá 
confruntatá cu eriza schimbárii de paradigmá si presiunea milenaristá. 

Numarul 4 al revistei este un numár de referintáíntrucát alocá un spatiu ¡mportant 
fotografiei. Mihai Driscu face o schitá de traseu al artei románesti contemporane 
ín care defineste douá trásáturi importante: demersul experiential 10 si profilul 






multidisciplinar al artistului, “care se exprima ín diferite tehnici si genuri”. Articolul 
sáu mentioneazá o serie de personalitáti al cáror demers creativ este definit si prin 
fotografié: Geta Brátescu, Ion Stendl, Ion Grigorescu, Decebal Scriba 11 , Florin 
Maxa, Constantin Flondor, Doru Tulcan, losif Király, Ion Bitzan. 

Fotografía este apreciatá ca “sursá a celor mai cúrente experimentan”, asa cum 
nota Decebal Scriba. Impactul demersurilor post-structuraliste Tsi gáseste ecoul 
si ín artele vizuale. “Cand acest mod de abordare se aplica artelor si fotografiei, 
forma este tratatá ca un limbaj vizual de citit si privit. Atat textele si cat imaginile 
trebuie citite Tn detaliu iar Tntelesurile lor decodate” 12 . 

Adrián Silvan lonescu dedicá un amplu articol portretistului Nadar, fotograf 
francez al secolului al 19-lea, al carui nume “inca de atunci a devenit sinonim cu 
fotografía de arta, cu Marea Fotografié” 13 . Deschizátor de drumuri, Nadar 
dovedeste pe langa calitatile de portretist, care alege sa spargá tiparele de 
reprezentare si alege ipostaze care reveleazá personalitatea modelului, apetenta 
de a explora fotografierea Tn diferite situatii de iluminare (lumina electricá) precum 




ímbrácarea Golemului / Dressing the Golem, Euroartist Buoure?t¡ - Dejunul la Bucure$ti 
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si unghiuri si ipostaze noi de privire (din balón sau Tn subieran), dezvoltánd 
fotografía de reportaj jurnalistic (fotografía de razboi). 

Decalajul de aparitie face ca numárul 6/1989 sá fie tipárit Tn ianuarie 1990. 
íncepánd cu acest numár sunt publícate fotografii-document ale evenimetelor din 
decembrie semnate de Mihai Oroveanu, losif Király, Dan Dinescu pe primele 
pagini sau pe copertile 2, 3. 

Numárul 8/1989 cuprinde un studiu de Adrián Silvan lonescu ce abordeazá 
Tneputurile fotografiei europene. Textul subliniazá nu doar sincronía cu fenomenul 


Adrián Silvan lonescu writes a compre¬ 
hensivo article on the portraitist Nadar, the 
19th century French photographer whose 
ñame “has been, at that time, synonymous 
with photography as art, to the Great 
Photography” 13 . A path opener, Nadar 
proves, besides his portraitist qualities, 
choosing to break all patterns of represen¬ 
taron and to find postures revealing the 
model's personality, an appetence to 
explore photography using various lights 
(electric light) as well as new angles and 
situations (from a balloon or in the 
underground) and developing journalistic 
photography (war photography). 

A delay in publishing meant that issue 
6/1989 was not published until January 
1990. This issue contained photos / 
documents by Mihai Oroveanu, losif Király 
and Dan Dinescu of the event that took 
place in December and were published on 
the first page and on the inside cover of the 
magazine. 

Issue 8/1989 ineludes a study on the begin- 
nings of European photography written by 
Adrián Silvan lonescu. It emphasizes not 
only the synchronicity with 19th century 
European trends, but also the contribution 
of Romanian photographers in generating 
new directions and technical innovations. 
“150 years ago, when photography 
appeared and claimed its place among 
visual arts, it borrowed from its 'easel' 
sisters, both the traditional genres - portrait, 
landscape and even still-life - and some 
suggestions in composition, postures, 


27 


expressivity and lighting.” 14 The author 
formulates a survey of the rapid develop- 
ment of photographic techniques and of 
their ¡ncreased accessibility, notices the 
¡nterest of the press ¡n the evolution of the 
médium and points out the fact that many 
artists were drawn to it. Photography helped 
some to “catch some ephemeral situations 
of a subject they were interested in or, if 
focused on their own accomplished work, 
revealed to them new details and qualities, 
invisible even to their trained eye. [...] Others 
have completely dedicated themselves to 
the new technique, discarding established 
artistic médiums, and have created puré 
works of art [,..].” 16 

Among the other delayed ¡ssues of 1989 
was issue nr. 10 which published two articles 
that brought the discussion on the subject of 
photography up to the present day. 

Starting from the definition of photography 
in relation to painting, Anca Oroveanu 18 
underlines the various points of view in 
contemporary art theory, going through the 
debates, generated ¡n time, on the crisis of 
traditional media ¡ssued by the apparition of 
photography, which, instead of remaining “a 
very humble servant” of Sciences and arts, 
as Baudelaire called it 17 , “facilitated an 
outlining of an ¡nner worid" 18 . Photography 
has the capacity to crossover the limits of 
the visible, by registering, classifying and 
storing it for us. The artistic potential of 
photography ¡s discussed in relation to the 
attitude of “taking” or of “making” 19 
photographs - which makes the difference 


european al secolului al 19-lea, ci chiar initierea de directii sau tehnici noi de cátre 
fotografii din Románia. 

“Acum 150 de ani, cánd fotografia apárea si-si revendica locul Tntre artele vizuale, 
ea Tmprumuta de la surorile sale “de sevalet” atát genurile traditionale - portret, 
scená de gen, peisaj si chiar naturá staticá - cát si únele sugestii de paginare, 
impostare, expresivitate si ecleraj” 14 . Autorul face o trecere Tn revista a dezvoltárii 
rapide a tehnicii fotografice si a cresterii accesibilitátii ei, remarca interesul presei 
tata de evolutia mediului si semnaleazá faptul cá multi plasticieni au fost atrasi de el. 
Pe unii fotografia Tí ajuta Tn “surprinderea unor momente evanescente ale subiectului 




ce-i interesa, fie, Tndreptatá asupra propriei opere finite, le releva detalii si calitáti 
insolite, invizibile chiar si ochiului lor de creatori. [...] Altii s-au dedicat cu totul noii 
tehnici, abandonand partial plástica, si realizánd opere de arta purá [,..].” 16 
íntre numerele ce au mai apárut si erau Tn continuare datorate anului 1989, 
remarcám Tn numárul 10 aparitia a douá articole, ce aduc discutía despre 
fotografié Tn actualitate. 

Pornind de la definirea fotografiei Tn relatie cu pictura, Anca Oroveanu 16 
semnaleazá diferitele puñete de vedere Tn teoría de arta contemporaná. Trecand 
prin dezbaterile generate de-a lungul timpului, privind punerea Tn eriza a mediilor 
traditionale prin aparitia fotografiei, care Tn loe sá rámána “o servitoare toarte 
umilá” a stiintelor si artelor, cum o numea Baudelaire 17 , “a catalizat o conturare a 
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lumü ¡nterloare” 18 . Fotografía are capacítatea de a transgresa limítele vízíbiluluí 
¡nventaründu-l, clasándu-l sí depozitándu-l pentru noí. Potentlalul artístíc al 
fotografieí este sublíníat prín atítudinea asumatá de a “lúa” sau de a “face” 19 o 
fotografié - ceea ce face dlferenta dlntre íntámplátor si constrult Tn deflnirea 
imaglnii. Artlcolul este urmat de o antologie de extrase din texte pro si contra cu 
prlvlre la fotografía ca artá, ce oferá o extraordlnará bazá de referlntá, atát pentru 
crltlcii de artá, cát si pentru artisti sau publlcul ¡ubltor de fotografié, 
ín considerable sale cu privlre la fotografía ca artá, Ruxandra Balací porneste de la 
o anallzá semlotlcá a fotografiei si ¡dentlflcá trei etape ín procesul de autonomlzare 



a functiei sale estetice: “1. prima etapá ín care referentul este extrem de prezent 
[...] generánd caracterul documentar al fotografiei [...]. 2. accentuarea calitátllor si 
relatillor estetice [...]. 3. acumularea de valente estetice múltiple conduce la 
formarea unei “alte” ¡maginl, autonomá estetic vls-á-vls de referentul fotografíe”. 
Este definitá si o a patra etapá ín care “fotografía poate deveni reprezentare fárá 
corespondent ín realltate: dispare 'referentul fotografíe’ ca atare; dar aceastá 
dlsparltle este rezultatul final, ultlm, directla extremá, azi, actualizatá, ínsá mult timp 
contestatá fotografiei” 20 . Aceastá rapldá trecere ín revisté a prlnclpalel surse 
teoretlce si de reflectle cu prlvire la fenomenul contemporan ne lasá sá descifrara 
modul ín care ¡nteresul pentru fotografié ís¡ face loe la nivel conceptual, pentru a se 
Instala deplin ín drepturl dupá decembrle 1989. 


between the accidental and the ¡ntentional ¡n 
deflnlng an ¡mage. The article ¡s followed by 
an anthology of texts, pros and cons of 
photography as art, an extraordlnary 
reference base for art crltlcs, artlsts and the 
photography publlc at the same time. 

In her consideratlons regarding photography 
as art, Ruxandra Balad starts from a 
semlotlc analysls of photography, ¡dentlfylng 
three steps ¡n the process towards the 
autonomy of ¡ts aesthetlc functlon: “1. the 
flrst stage, ¡n whlch the referent ¡s extremely 
present [...] generating the documentary 
character of photography [...]. 2. the 
emphasls laid on aesthetlc qualltles and 
relatlons [...]. 3. the accumulatlon of múltiple 
aesthetlc valences leads to the formatlon of 
“another” ¡mage, aesthetlcally autonomous 
from the photographlc referent". There ¡s 
also a fourth stage deflned, where 
“photography can become a representatlon 
wlthout a correspondent ¡n reallty: the 
“photographlc referent” as such dlsappears; 
but thls dlsappearance ¡s the final, ultímate 
result, the extreme trend, today put ¡nto 
practlce, but for a long time contested by 
photography" 20 . This brlef survey of the maln 
theoretical and critlcal sources regarding the 
contemporary phenomenon allows us to 
follow the way ¡n whlch the ¡nterest ¡n 
photography was manlfested at a 
conceptual level and eventually lead to the 
complete ¡nstallatlon of the médium after 
December 1989. Interest ¡n the theoretical 
and critlcal approach has been reformulated 
after 1990, on the one hand due to the 
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direct access to ¡nternational specialised 
publications - books and magazines - and, 
on the other hand, due to the period of 
resettlement of photography ¡n the new 
media context. In the Arta magazine issues 
published between 1990 and 1993 21 we 
notice the emergency of the Romanian 
artistic context to update and to find 
reference to the ¡nternational context, 
Between 1993 and 2000, the main 
documentary sources on photography in 
Romanía are exhibition catalogues 22 . In 
1997, a new art magazine was published: 
ArRTEUER Magazine (edited by the Soros 
Center for Contemporary Arts and Artexpo 
Foundation) 23 , in 1999 Balkon Magazine (the 
Romanian edition) was launched in Cluj by 
Idea Foundation (transformed into Idea 
Magazine in 2003). In 2000 the Union of 
Visual Artists attempted to re-launch Arta 
magazine but only succeeded for a short 
while as lack of funding put a stop to its 
publication again a year later. In 2003 
Artphoto a magazine dedicated to 
photography was launched (two years later 
¡t became Pavilion and is printed in English). 
The presence of Romanian artists in 
¡mportant events raises the interest of the 
¡nternational mass-media. Prestigious 
contemporary art magazines invite 
Romanian editors to contribute. Thus, in 
magazines such as Imago, Art Press, Flash 
Art, Springerin, Umelec, Praesens, we find 
articles by Ruxandra Balaci, Cálin Dan, Judit 
Angel, Raluca Velisar, Mihnea Mircan, 
Cosmin Costinas and others. At the same 


Interesul pentru comentariul critic si reflecterea teorética s-a reformulat dupá 
1990, pe de o parte datoritá accesului direct la publicatii specializate 
internationale - cárti si periodice - si pe de altá parte datoritá perioadei de 
reasezare a fotografiei ín noul context mediatic. ín numerele revistei Arta care au 
mai apárut ín 1990 - 1993 21 se remarca o urgentá a actualizárii si a raportárii la 
contextul ¡nternational. 

íntre 1993 si 2000 principala sursá documentará despre fotografía din Romanía 
o reprezintá cataloagele de expozitii. 22 Acestea sunt complétate, din 1997, de 
lansarea unui nou proiect de publicatie: Revista ArTELIER (editatá de CSAC si 
Artexpo) 23 . Din 1999 se adaugá aparitia revistei Balkon (editia románá), publicatá 



la Cluj de Fundatia Idea (devenitá din 2003 revista Idea). ín 2000 UAPTncearcá sá 
relanseze Arta, proiect care nu a gásit sustinere financiará si care si-a suspendat 
din nou aparitia, un an mai tárziu. ín 2003 apare initiativa de a edita o revistá 
special destinatá fotografiei Artphoto. Dupá doi ani de aparitie, aceasta devine 
Pavilion si este editatá ín limba englezá. 

ín context ¡nternational, prezenta artistilor románi la evenimente de anvergurá 
trezeste interesul unor periodice de prestigiu sá coopteze editori din Romanía. 
Astfel ín paginile revistelor Imago, Art Press, Flash Art, Springerin, Umelec, 
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Praesens gásim articole semnate de Ruxandra Balad, Cálln Dan, Judlt Angel, 
Raluca Vellsar, Mlhnea Mlrcan, Cosmln Costinas s.a. ín paralel, apar recenzü Tn 
Kunstforum, Archls, Elkon etc. semnate de crltlcl ¡nternatlonall. 

Structuri de in/formare Tn fotografié; context institutional 

ín paralel, odatá cu procesul de reasezare a slstemulul de Tnvátámánt unlversltar 
se contureazá ¡nltlatlva Tnfüntárü unel structuri dedícate fotograflel, artel video si 
artel multimedia. Cursurl de ¡nltlere Tn fotografíe erau organízate si Tnalnte de '89 
dar numal pentru únele dlntre sectllle artlstlce - graflcá, design, monumentalá, 
¡storla artel - dar contlnuarea demersulul de explorare a medlulul Tn dlrectle 



subREAL, Perinitza - repetitie / rehearsal, 1992 Peter Jaoobi - Model Tn macare 

Moving Model, 1993, Courtesy CIAC / ICCA, 
Bucure$t¡ 


creativa depindea excluslv de optlunl personale. Facultátlle beneflclau de 
laboratoare foto (destínate procesárü fllmelor a/n si transferulul pe hártle), 
acceslblle studentllor, Tn general llpslte de materlale. Pornlnd de la aceste premlze 
se demareazá la Unlversltatea de Arta din Cluj 24 (1990) si din Bucurestl 26 (1991) 
cursurl optlonale de fotografíe la care puteau participa studentl de la tóate sectllle. 
Dorel Gálná si Eugen Morltz, cárora II se va alátura Karoly Feleky, sunt membrü 
echlpel care s-a ¡mpllcat actlvTn promovarea fotograflei la Cluj. loslf Klrály, Cálln 
Dan, Radu Igazsag si Roxana Trestloreanu au ¡nltlat cursul de fotografíe la 


time, revlews wrltten by International crltlcs 
appear ¡n Kunstforum, Archis, Elkon etc. 

Structures of ¡n/formation 
in photography; 
institutional context 

The initiative of establlshlng a structure 
speclallzed ¡n photography, video art and 
multimedia takes shape ¡n parallel wlth the 
restructurlng of the hlgher educatlon 
system. Photography classes were also 
organlzed before '89, but only for some of 
the art departments - graphlc arts, 
monumental arts, design, art hlstory - but 
the further Creative exploraron of the 
médium relied exclusively on personal 
optlons. Facultles used to have photo labs 
(for development of black and whlte films), 
accesslble to students, but were often 
faced wlth material shortages. In thls 
context the Arts Universales ¡n Cluj (1990) 24 
and Bucharest (1991) 25 ¡nltlated optlonal 
photography courses. Dorel Galná and 
Eugen Morltz, jolned by Karoly Feleky are 
the team that took actlvely part ¡n promotlng 
photography ¡n Cluj. loslf Klrály, Cálln Dan, 
Radu Igazsag and Roxana Trestloreanu 
¡nltlated the photography course ¡n 
Bucharest. These courses ralsed a lot of 
¡nterest among students, whlch lead to the 
establlshment of a special department ¡n the 
Unlverslty: photo - video - computer-based 
¡mage Processing (1993 ¡n Cluj and 1995 ¡n 
Bucharest and later ¡n Tlmlsoara whlch was 
coordlnated by Doru Tulcan and ¡n lasl by 
Matel Bejenaru). 
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A restructuring process can also be noticed 
regarding the ¡nstitutional context. Atelier 
35 2B , the most dynamic visual art structure 
during the ’80s, stlll existed although ¡t 
gradually lost some of the enthusiasm that 
fueled it before ’89, especially due to the 
disengagement of its animators. An 
¡ndependent sector, interested in the 
promotion of photography and new media 
was created in the meantime. Despite the 
lack of financial resources the ¡ndependent 
sector is very dynamic and ’rich’ in projects 
and ¡nitiatives. The establishment of 
contemporary arts foundations and 
associations played an ¡mportant part in 
promoting photography as an artistic 
médium both locally and in the trame of 
international art events. The Soros Centre 
for Contemporary Art - SCCA (1993) 27 , 
Artexpo Foundation (1994), Meta Cultural 
Foundation (1995) in Bucharest, Etna 
Foundation (1995) in Sf. Gheorghe were 
among the first associative ¡nitiatives active 
in promoting contemporary art and implicitly 
photography. Later on, foundations such as 
Tranzit, AltART (1998), the Sindan Cultural 
Centre (1999), Idea Foundation (2001) in 
Cluj, ArtEast (1999) in Tg. Mures, Vector 
Association (2001) in lasi, Format 
Foundation (2000) in Timisoara were the 
engines that pushed forward the dynamics 
of contemporary art. 

The failure of the UAP gallery network after 
'89 outlined the need to develop a functional 
art market able to establish real price valúes 
for the Romanian artists 28 . 



losif Király - Reconstrucfii / Reconstructionsjntercity 593_2, 2002 


Bucuresti. Aceste cursuri s-au bucurat de un viu interes din partea studentilor, 
ceea ce a fácut ca Tn scurt timp, Tn cadrul structurii universitare de Tnvátámánt, sá 
se creeze o specializare separatá: foto - video - procesare computerizatá a 
¡maginii (1993 la Cluj, 1995 la Bucuresti si ulterior si la Timisoara - coordonata de 
Doru Tulcan si la lasi - Matei Bejenaru). 

ín ceea ce priveste contextul ¡nstitutional remarcám si aici un proces de redefinire. 
Structura cea mai dinámica a anilor '80 - Atelier 35 28 - a continuat sá activeze dar 
a pierdut treptat entuziasmul ce-¡ determina activitatea, mai ales datoritá 
dezangajárii celor care íl animau. ín paralel s-au pus bazele unui sector 
¡ndependent interesat de promovarea fotografiei si a noilor media, care, desi lipsit 
de resurse financiare, s-a dovedit a f¡ foarte dinamic si bogat Tn initiative si 
proiecte. Astfel crearea de fundatii si asociatii de arta contemporaná a avut un rol 
¡mportant ín promovarea fotografiei atát Tn contextul local cát si Tn evenimente cu 
deschidere ¡nternationalá. Centrul Soros pentru Artá Contemporaná - CSAC 


Jozsef Bartha - Sunt mereu altcineva /1 arr Always Someone Else, 2004 
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(1993) 27 , Fundatla Artexpo (1994), Fundatla Culturáis Meta (1995) Tn Bucurestl, 
Fundatla Etna (1995) la Sf. Gheorghe au fost prlntre prlmele ¡nltlatlve asoclatlve 
active Tn promovarea artel contemporane, si ¡mpllclt a fotograflel. Mal apol 
fundatllle Tranzlt, AltART (1998), Centrul Cultural Slndan (1999), Fundatla Idea 
(2001) la Cluj, ArtEast (1999) la Tg. Mures, Asoclatla Vector (2001) la lasl, 
Fundatla Format (2000) la Tlmlsoara au fost motoarele care au ¡mpulslonat 
dinámica artel contemporane. 

Fallmentul retelel de galerü detlnute de Unlunea Artlstllor Plastlcl dupa '89 a fácut 
mal acutá nevóla dezvoltárü unel píete de arta capablle sá determine o cotare 
realista a artlstllor 28 . 

Pe acest fundal Mlhal Oroveanu si Ruxandra Balad au fondat Tn 1993 Galería 
GAD, prlmul spatlu speclallzat Tn promovarea fotograflel ca medlu de 
experimentare artística. GAD a devenlt Tn toarte scurt tlmp prlnclpalul pol de 
cercetare si promovare a tendlntelor contemporane, nu doar Tn tará el si pe plan 


Irina Botea - Out of the Bear, 2005 Alexandra Croitoru - din seria / from the series 

Untitled (Hip Hop Band), 2004 



ln these clrcumstances, Mlhal Oroveanu and 
Ruxandra Balad funded the GAD Gallery ¡n 
1993; the flrst space speclallzed ¡n 
promotlng photography as an artlstlc 
médium. GAD soon became the maln centre 
of research and promotlon of contemporary 
trends, both at natlonal and International 
levels. Between 1993 and 1996 GAD Gallery 
coordinated Romanla's partlcipatlon at The 
Month of Photography, a prestlglous event 
that enjoyed International partlcipatlon, 
organlzed ¡n Bratlslava. Ruxandra Balad, the 
curator for the Romanlan contrlbutlon 
submitted, for four years, projeets that slgnl- 
flcantly contrlbuted to a greater knowledge 
of Romanlan artlsts ¡ntematlonally. The flrst 
partlcipatlon, ¡n 1993, entltled Some trends 
ih Contemporary Ftomanian Photography, 
¡llustrated the maln tendendes ¡n the visual 
research of that moment. The 1995 show, 
The artistic Ego and the Dilemmas of Post 
communist Age (a collectlve exhlbltlon) 
focused on photography as a tool for self 
analysis. GAD's curatorlal program 
contrlbuted to the launchlng of a new 
generatlon of artlsts, remalnlng, untll the year 
2000, a singular element ¡n Romanía. 

In 2000 the SPACE - ICCA Gallery 29 (Galería 
SPACE - CIAC) was ¡nltlated (aimlng at 
promotlng experimental approaches). Untll 
2004 ¡t was to support a very dynamlc 
movement. It was the host to many events 
related to photography that facilitated the 
encounter wlth both establlshed and 
emerglng artlsts by means of presentatlons, 
dlscusslons, exhlbitlons etc. 
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In 2001 Galería Nouá 30 was opened, one of 
¡ts main objectlves being the promotlon of 
contemporary trends ¡n photography. The 
coherence of curatorlal strategles 
establlshed Galería Nouá as a reference 
polnt ¡n the promotlon of contemporary 
creatlon. From 2002 onwards we wltnessed 
the openlng of more ¡ndependent 
contemporary art gallerles ¡nterested also ¡n 
the promotlon of photography: H'Art 
Gallery 31 , ’Posiblla’ Gallery 32 , the reopenlng 
of Meta Gallery 33 ¡n a new locatlon, HT003, 
Selarl 13 (changed ¡nto N.I.T.), ARTel, hag 34 , 
UNA 36 . In Cluj, slnce 2000, are active 
gallerles such as Slndan, Atas, Protokoll, 
Plan B 36 ; ¡n Tg. Mures ArtEast Gallery 37 , the 
Fortress Gallery; ¡n lasi Vector Gallery 38 ; ¡n 
Tlmlsoara the gallerles: 28, First, H.Arta 
Alternatlve Space 39 . Balkon / Idea 40 
Magazlne launched ¡n ¡ts pages a less 
conventlonal gallery that has ¡nvlted, on 
more that one occaslon, artlsts worklng wlth 
photography to contrlbute. The Internet has 
become an active tool ¡n promotlng 
photography, hostlng ¡ncreaslngly more 
virtual gallerles. The first one was 
www.romanlan-art.com at the beglnnlng of 
the 2000s. Other such examples are 
www. 2020.ro, www. esco-art.com, 
offset.underconstruct.com and the artlsts' 
websltes 41 . 

Regarding the exhlbltlon projects, we should 
not forget to mentlon the contrlbutlons of 
curators / artlsts Magda Cárnecl, Cálln Dan, 
Ruxandra Balad, Mlhal Oroveanu, Adrián 
Gutá, lleana Pintllle, Liviana Dan, Horea 


International. íntre 1993-1996 Galería GAD a coordonat partlclpárlle Románlel la 
The Month of Photography, eveniment de prestlglu cu participare ¡nternatlonalá, 
organlzat la Bratlslava. Ruxandra Balad, curatoarea partlclpárllor románestl, a 
reallzat tlmp de patru anl un program ce a contrlbult ín mod semnlficatlv la 
cunoasterea artlstllor din Romanía ín context International. Prima participare ín 
1993, ¡ntltulatá Tendióte ín Fotografía fíománeasca Contemporaná / Some trends 
ín Romanian Contemporary Photography, este o ¡lustrare a prlnclpalelor dlrectü 



de cercetare a medlulul. Expozltla din 1995, o nouá expunere colectlvá sub tltlul 
The artistic Ego and the Dilemmas of Postcommunist Age se concentreazá 
asupra fotograflel ca ¡nstrument de auto anallzá. Prin programul propus galería 
GAD a contrlbult la lansarea unel nol generatü de artlstl, rámánánd páná ín 2000 
un element singular ín Romanía. 

ín 2000 este ¡nltlatá Galería SPACE - CIAC® (avánd ca tlntá promovarea 
demersurllor experiméntale) ce va avea o actlvltate toarte dlnamlcá páná ín 2004. 
Manifestárlle legate de fotografié au fost numeroase si au fost prilej de íntálnire atát 
cu artlstl consacratl cát si cu artlstü ín devenlre, prin prezentárl, discutli, expozltü etc. 
ín 2001 este lansatá Galería Nouá 30 , unul din púnetele prlorltare ale oblectlvelor sale 
flind promovarea tendlntelor contemporane ín fotografié. Coerenta programulul 
curatorlal a ¡mpus Galería Nouá ca un punct de reper ín promovarea creatlel 
contemporane. Din 2002 aslstám la un proces de lansare a mai multor galerü 


34 



¡ndependente care ¡nclud ¡n programul lor promovarea fotografiei: Galería H'Art 31 , 
Galería Poslbllá 32 , Galería Meta 33 redeschlsá Tntr-o nouá locatle, HT003, Selarl 13 
(devenitá N.I.T.), ARTel, hag 34 , UNA 36 . La Cluj actlveazá dupa 2000 galerlile Sindan, 
Atas, Protokoll, Plan B 36 ; la Tg. Mures Galería ArtEast 37 , Galería din Cetate, la lasl 
galería Vector 38 , la Tlmlsoara galerlile: 28, First, Spatlul Alternatlv H.Arta 39 . Revista 
Balkon / Idea 40 a lansatín paglnlle el o galerle mal putln conventlonalá care a gázdult 
nu o data artlstl ce lucreazá Tn fotografié. Internetul a devenlt un ¡nstrument actlv Tn 



Alexandru Antik - Abandonares pielii Victor Velculescu - Mirror, 2006 

Breaking-off the Skin, 1996 
Courtesy CIAC / ICCA Bucure$t¡ 


promovarea fotografiei gázdulnd din ce Tn ce mai multe galerli vlrtuale. Prima de 
acest fel a fost www.romanlan-art.com ce a functlonat laTnceputul anllor 2000. Alte 
exemple ar f¡ www.2020.ro,www.esco-art.com,offset.underconstruct.com si 
paglnlle de Internet ale artlstllor 41 . 

La nlvelul prolectelor de expozltle trebule mentlonate contrlbutüle curatorllor / 
artlstllor Magda Cárnecl, Cálln Dan, Ruxandra Balad, Mlhal Oroveanu, Adrián 
Gutá, lleana Plntllle, Liviana Dan, Horea Avram, Alexandra Tltu, Aurora Klrály, 
Gheorghe Sabáu, Maria Rus Bojan, Matel Bejenaru, Jozsef Bartha, Mlhal Pop, 
Teodor Graur, Dan Popescu, Mlhnea Mlrcan, Raluca Vellsar s.a. 

Teritorii: de la corp la spatiu 

Dupa ’90 contextul urban devine prlnclpalul domenlu de cercetare, ca suport si 
cadru de exprimare al publlcltátü Tn dubla ¡postazá de manifestare (comunltará, 


Avram, Alexandra Tltu, Aurora Klrály, 
Gheorghe Sabáu, María Rus Bojan, Matel 
Bejenaru, Jozsef Bartha, Mlhai Pop, Teodor 
Graur, Dan Popescu, Mlhnea Mircan, 
Raluca Vellsar and others. 

Territories: from body to space 

After 1990 the urban context became the 
maln field of research, as a support and 
trame of publlclty, both as manifestaron ¡n 
the publlc space (publlcness) and as 
advertlslng. The pressure ¡mposed by the 
sudden need to catch-up time lead some 
artlsts to abandon the postmodern 
paradlgm to define a new one, the one of 
presentiflcatlon, of contlnuous actualizaron. 
Photography ¡s a médium contrlbutlng to 
the imposltlon of thls paradlgm, by ¡ts very 
nature: the translatlon of the moment in 
shape/lmage. The moment ¡s ¡n fact that 
tlmeless coordínate of the perpetual present 
fed on a visual bullmla. The cllck of the 
camera becomes one of the reflex gestures 
of the contemporary artlst, displaced only by 
the “double-cllck”, at the beginnlng of the 
new mlllennlum. 

There ¡s a “transltlon” perlod (’90 - ’94), 
precedlng the contaminaron wlth 
consumerlst vlsuallty, when photography 
continúes on the pre-exlstlng roads 
reveallng the (self) censored approaches 
from the prevlous years. The body research 
¡s contlnued, elther as abstract expresslvlty, 
as detall, or as a meanlngful module. The 
¡mage-wltness attached to performance ¡s 
rendered autonomous 42 . The body ¡s 
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separated from ¡ts identity, fragmented, 
amputated, objectified, bringing a narrative 
¡nto the poetic dimensión. The works of 
artists such as Geta Brátescu, losif Király, 
Marilena Preda-Sánc, Valeriu Mladin, 
Roxana Trestioreanu, Gheorghe Rasovszky 
and Vlad lacob, from the first half of the ’90s 
explore the limits of this approach. 

Artists such as Matei Bejenaru, Radu 
Igazsag, Karoly Feleky, Eugen Moritz, 
Cristina Stranszky and Rares Beuran are 
concerned about the portrait in 
photography, defined in most of the cases 
as a mapping of an inner space. The format 
chosen - often large size - activates the 
mechanisms of advertising but manages to 
preserve the link to the character's reality. In 
an introspective or prospective key, the 
portrait quotes States and postures calling 
for a semiotic reading of image. 

The activation of the ludio and of the meta- 
discursive valué of photography was to be 
continued in the second half of the decade 
in the works of the artists, Alexandru Antlk, 
subREAL, Aurora Dediu, Alexandra 
Croitoru, Maria Stan, Stefan Cosma, 
Gabriela Vanga, Dúo van der Mixt and 
Jozsef Bartha. The body is no longer a 
“battlefield”, as Barbara Kruger defined it in 
1989. It becomes the carrier of space, 
defines a mobile territory. The body is public 
and prívate at the same time. The visible or 
imaginable universe is built from fragments, 
quotes, references, happenings. 

The big challenge the photography of the 
’90s has had to face was the televisión 


artística etc.) ín spatiul public {publicness ) si reclamá. Presiunea impusá de o 
nevoie recuperatorie face ca o parte din artisti sá abandoneze paradigma 
postmoderná si sá defineascá una nouá, aceea a prezentificárii, a actualitátii. 
Fotografía este un mediu ce contribuie la ¡nstalarea acestei paradigme, prin ínsási 
natura sa: traducerea clipei ín formá/imagine. Clipa este de fapt acea coordonatá 
atemporalá a prezentului perpetuu hránitá printr-o bulimie vizualá. Click-ul 
declansatorului devine unul din gesturile reflexe ale artistului contemporan 
concurat doar de “dubiu-click” laínceputul noului mileniu. 




Dúo van der Mixt Vlad Nanea - Ups and Downs, 2005 

The Very Best of Red, Yellow and Blue 
2002 - 2004 


Existá o perioadá de “tranzitie” (’90-’94), ce precede contaminarea cu vizualitatea 
de consum, Tn care fotografía ísi continua traseele pre existente, scotánd la 
luminá demersurile (auto)cenzurate ín anii dinainte. Cercetarea corpului fie ca 
expresivitate abstracta, fie ca detaliu, fie ca modul purtátor de sens este 
continuatá. Imaginea martor atasatá actionismului este autonomizatá 42 . Corpul 
este detasat de identitate, este fragmentat, amputat, obiectificat, íncárcánd 
dimensiunea poeticá cu narativitate. Lucrárile artistilor Geta Brátescu, losif Király, 
Marilena Preda-Sánc, Valeriu Mladin, Roxana Trestioreanu, Gheorghe 
Rasovszky, Vlad lacob din prima jumátate a anilor ’90 circumscriu limítele acestui 
tip de abordare. 

Preocuparea pentru portret se contureazá ca demers distinct ce se regáseste la 
artisti precum Matei Bejenaru, Radu Igazsag, Dorel Gáiná, Karoly Feleky, Eugen 
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Moritz, Cristina Stranszky, Raras Beuran si este de cele ma¡ multe orí o harta a 
unul spatiu interior. Formatul ales - uneori de mari dimenslunl - pune Tn functiune 
mecanismele ¡maginii publicitare pástránd acrosa cu realitatea personajului. ín 
cheie introspectiva sau prospectiva portretul citeazá stári si posturi ce ¡nvitá la o 
lectura semiótica a imaginii. 

Actlvarea ludiculul si a valorll metadlscursive a fotografiel va ti continuatá Tn a doua 
jumatate a deceniulul Tn lucradle artistilor Alexandru Antlk, subREAL, Aurora 
Dedlu, Alexandra Croltoru, María Stan, Stefan Cosma, Gabriela Vanga, Dúo van 



der Mixt, Jozsef Bartha. Corpul nu mal este un “cámp de lupta”, asa cum TI 
deflnea Barbara KrugerTn 1989. Corpul devine purtátorul spatlului, deflneste un 
teritorlu mobil. Corpul este deopotrlvá privat si public. Universul vlzibll sau 
imaginabil se construiste din fragmente, citate, referinte, Tntámplári. 

Marea provocare cu care se va confrunta fotografia anilor '90 este boom-ul 
televiziunü care a adus dupá sine publlcitatea vizualá. Experienta privatlunii anilor 
’80 determina Tn compensare permisivltatea extremá. Austerltatea, uniformltatea 
si slmplitatea sunt Tnlocuite Tn pelsajul vlzual de seductla opulentei, de varietate si 
de suprallcitarea dimensiunii. Aslstám la actuallzarea imaglnü ca functie semn. 
Functia estetlcá a imaglnü este depásitá de continutul de sens pe care TI poartá / 
face accesibil, fiind activatá ipostaza acesteia de instrument universal de 
comunicare. 


boom, that brought wlth ¡t visual advertlslng. 
The prlvative experience of the ’80s lead to 
a compensatory extreme permlsslveness. 
Sternness, unlformlty and slmpllclty are 
replaced ¡n the visual landscape by the 
seduction of opulence, varlety and the over 
slzlng. We wltness the actualizaron of ¡mage 
as a sign. The ¡mage works as a universal 
communlcatlon tool, ¡ts aesthetic functlon 
belng surpassed by the meanlng contení 
carrled / made avallable. 

The field of ¡mage ¡s redefined on a 
rhlzomatlc structure. On the one hand ¡t 
operates as a mythological media space 
that fllters and artlculates the visual 
envlronment, Inserís quotatlons, redeflnes 
the meaning of ¡dentlty by performatlvlty, 
belonglng and appropriatlon 43 . In parallel, ¡t 
¡s deflned as a space of confrontaron wlth 
the past, of de-hallowlng and re-hallowlng 
by translating the referent not as a symbol, 
but as an ¡con 44 . 

The photographlc ¡mage acts at the same 
time as a stage for the new consumerlst 
scrlpts domlnated by plausible vs. real. 
Artlsts such as Dan Mlháltianu, subREAL, 
Vlad Nanea, Daniel Gontz, Maria Draghlcl, 
Nicu llfoveanu and Mihaela Kavdanska 
apply or deconstruct ¡n photography the 
mechanlsms of the seduction of advertislng. 
We also recognlze the re-terrltoriallzatlon 
through the ¡mage accompanylng the 
artistic moblllty. The space and the place are 
taken ¡nto possession through ¡mage. The 
journey becomes thus a serles of movlng 
places that are relocated by means of 


37 



¡mage. Teodor Graur, Dan Miháltianu, losif 
Király, Cálin Dan, Alexandra Croitoru, María 
Stan and others are some of the carríers of 
these mobíle terrítories. 

Thus we notíce the openíng towards the 
transgressíon of photography's límíts. The 
most Creative ¡n playíng with the ¡mage ¡s the 
subREAL 45 group. Havíng the longest and 
best known approach the artistic dúo 
explores monumental photography by 
printing ¡n large formáis, offerlng new 
expresslve and communlcatlonal valences 
to the ¡mages. The concept of photo- 
sculpture gets a new understandlng ¡n 
subREAL's works, by objectlfylng 
photographs of sculptures, and the photo- 
palntlng one ¡s experlmented by the 
commlsslonlng of a slmlle-photo wallpaper 
palntlng. The two artlsts experlment object- 
photography and the photo-envlronment 46 
or photography-archltecture, by coverlng 
the limits of a space ¡n ¡mages, thus offering 
the viewer an immerslve experlence. 

Digital photography opens up new 
opportunitles for Romanlan artlsts. The 
¡mage becomes a dlary, a dally notatlon. 
The relatlonshlp with time replaces the 
¡dentlty of the place ¡n the works of losif 
Király (the Reconstructions series). Klrály's 
projects explore photography as 
performance questlonlng the space-time 
relation. 

Space becomes more and more accesslble 
due to technlcal performances. We ¡dentlfy 
several types of attltude towards 
photography: the one dlrected towards the 



Cámpul ¡maglnll se redeflneste pe o structurá rlzomatlcá. Functloneazá pe de o 
parte ca spatlu mltologlc media care flltreazá unlversul vlzual, ¡nsereazá cítate, 
redeflneste sensul ¡dentltátü prln performatlvltate, apartenentá si aproprlere 43 . 
ín paralel se deflneste ca spatlu al confruntárllor cu trecutul, al desacrallzárllor si 
resacrallzárllor prln traducerea referentulul nu Tn slmbol el Tn ¡con 44 . 

Imaglnea fotograflcá actloneazá deopotrlvá ca suport al nollor scenarü 
consumerlste domínate de verosímil vs. real. Artlstl precum Dan Miháltianu, 
subREAL, Vlad Nancá, Daniel Gontz, María Drághlcl, Nlcu llfoveanu, Mlhaela 
Kavdanska aplica sau decostrulesc ín fotografíe mecanlsmele seductiel publlcltare. 
Recunoastem Tn egalá másurá reteritoriallzarea prln ¡maginea ce Tnsoteste 
traseele artlstllor. Spatlul si locul este luatín posesle prln Imagine. Cálátorla devine 
astfel o colectle de locurl Tn mlscare, care, prln Imagine se relocallzeazá. Teodor 


Ciprian Udresou - Untitled, 2006 Cristi Coclitu - Simetríc / Symmetric, 2006 
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Graur, Dan Mlháltlanu, losif Király, Cálin Dan, Alexandra Croitoru, María Stan s.a. 
sunt cátlva díntre purtátorü acestor terítorü mobíle. 

Remarcám deschiderea cátre depáslrea límítelor fotografíeí. Cel ma¡ creativ ín 
jocul cu ¡magínea este grupul subREAL 45 . Avánd cel mai longevív sí cunoscut 
demers, duo-ul artístíc exploreazá fotografía monumentalá prín ¡mprimarea pe 
fórmate marí ce conferá ¡magínü alte valente expresíve sí comunícatíonale. 
Conceptul de foto-sculpturá capatá sensurí noí Tn lucráríle subREAL, prín 
obíectualízarea unor fotografü de sculpturí, ¡ar cel de foto-pícturá este 
experímentat prín comísíonarea píctárii unuí tapet de fotografü. Ceí doí artístí 
experímenteazá fotografía obíect sí contextul-fotografíe 46 (photo-environment) sau 
fotografía arhítecturá, prín acoperírea límítelor unuí spatíu cu imagíní, oferind astfel 
prívitorului o experíentá ¡mersívá. 


Bogdan Bordeianu - Untitled, 2006 


snapshot, goíng up to the use of hazard - 
usíng aleatory exposure, wíthout lookíng 
through the víewfínder (losif Király, Dorel 
Gáíná, Daniel Gontz, Stefan Cosma). 
Another one generates staged ¡mages that 
quote or playfully / ¡ronícally ¡Ilústrate 
references from the wide visual context 
(photography, paíntíng, realíty, mass-medía 
etc.). The fragmentary / puzzle ¡mage ¡s 
another way of confíguríng the visual field. 
The índex ¡mage explores the realíty of the 
modellng world (Alexandra Croitoru). 
Dlgltallzatlon generates a certaln amblgulty 
regardlng the technlcal understandlng and 
the limits of photography. The tenth decade 
wltnessed acceleratlon ¡n technologlcal 
dlverslflcatlon. What concluslons would W. 
Benjamín have reached ¡f he had 
¡nvestlgated the status of the work of art ¡n 
the digital age? It ¡s obvlous that nowadays 
the access to technology ¡s frlendller. The 
¡nterface wlth the tools ¡ntermedlatlng the 
process of photography actlvates not only 
the eye, but the very médium. 

The steps taken, since the beginnlng of the 
'90s, determlned an ¡nstallatlon of photo¬ 
graphy as common Creative manlfestatlon ¡n 
the contemporary artlstlc envlronment, as 
the most dlrect echo of the contemporary 
cultural paradlgm. 



39 





Notes: 


1 John Baldessari ¡n his series of photographs ’CIgar 
Dreams', taken ¡n 1974, hides the words “Seeing ¡s 
believing” ¡n oigarette smoke, an ¡ronio oomment on the 
¡mpaot of photography, See T, Mulligan and D. Wooters 
(edit.) 2005 - A History of Photography, from 1839 to the 
present, Tasohen Verlag, Kóln, p. 704 

2 See ‘The Work of Art ¡n the Age of Mechanieal 
Reproduction” (published ¡n 1936), translated into 
Romanian as “Opera de arta tn época reproducerii 
mecanice”, in W, Benjamín, llumínári, (Trans.), Idea, Cluj 
2002 pp. 107-130 

* The experimental approach concerns elther the 
technlcal level, or the lighting register, or the display, as 
object, collage, installation, (e.g. Doru Tulcan, Stefan 
Berthalan, Cálin Beloescu, losif Király, Wanda Mihuleac, 
Florín Maxa, Geta Brátescu, Dan Mlháltlanu, Teodor 
Graur, Cálin Dan, Mlhai Oroveanu, Dorel Gálná, Vlad 
lacob, Gheorghe Rasovszky etc.) 

4 It was used especlally to document actíons and 
happenings. See the works of artlsts such as Alexandru 
Antík, the Slgma Group, losif Király, Nlcolae Onucsan, 
Suzana Fántánaru, Ana Lupas, Paul Neagu, Decebal 
Scrlba, Cálin Dan, Teodor Graur, Andrel Olsteanu etc. 
Often these actlons were performed only ¡n front of the 
camera, the ¡mage acquirlng thus the status of solé 
wltness of the actlon (for example Geta Brátescu, Ion 
Grigorescu) 

5 Some artlsts use photography as a sketch whlch ¡s later 
¡ntervened upon with colour or drawlng. It ¡s meant to 
serve as preparatory phase for a palntlng, sculpture, an 
object or an ambíent installation (for example Marilena 
Preda-Sánc, Horia Bernea, Sorín Dumitrescu, Constantin 
Flondor, Radu Igazsag, Paul Neagu etc.) 

6 At the end of the '70s the F, Schiller Cultural Flouse ¡n 
Bucharest hosted a series of exhíbitions under the tifie 
'Photos used by artlsts'. In 1984, 1986 and 1988 Atelier 
35 organlzed the exhlbltlon 'Motive Photography' (Mobil 
Fotografía) ¡n the Oradea 'Galería Nouá 1 . 

7 See Ruxandra Balad - Photography - a posslble 
chronology of an experimental chapter, in the catalogue 
Experlment ¡n Romanian art slnce 1960, Editor CSAC, 
1997 Bucharest, pp. 68 - 77 

8 The artícle presents the artist's exhibltlon at Van Abbe 
Museum ¡n Eíndhoven. Arta, no. 1/1989 (year XXXVI), 
Meridiane, pp. 39 - 40 


Fotografía digitalá deschíde oportunitátl no¡ artlstllor din Románía. Imagínea 
devine jurnal, notatie zilnícá. Relatía cu tímpul substítuie ¡dentítatea localízárií ín 
lucrárile luí losif Király (serle de fotografü datate). Tot la Király fotografía devine 
actlune punánd ¡n ecuatle relatla spatlu-tlmp. 

Spatíul devine din ce ín ce mal acceslbíl datorltá performantelor tehnlce. 
Identíflcám cáteva tlpuri de atltudíne fatá de fotografíe: cea índreptatá cátre 
¡nstantaneu, mergánd páná la exploatarea hazardulul - foloslnd expunerea 
aleatorle, fárá vízare prln oblectlv (losif Király, Dorel Gálná, Daniel Gontz, Stefan 
Cosma). O alta, genereazá ¡maglnl ínscenate ce clteazá sau ¡lustreazá ludio / 
Iranio referlnte din contextul vlzual larg (fotografíe, picturá, realltate, mass-medla 
etc.). Imagínea fragmentará / puzzle este o altá modalltate de configurare a 
cámpulul vizual. Indexarea ¡postazelor realitátll este o altá dlrectie de explorare a 
fotograflei (Alexandra Croltoru). 

Digitallzarea genereazá o anumltá amblgultate fatá de íntelegerea tehnlcá si fatá 
de limítele fotograflei. Parcursul deceniului zece a fost martorul unei accelerárl in 
diverslficarea tehnologlcá. Oare la ce concluzü ar f¡ ajuns W. Benjamín dacá ar f¡ 
¡nvestlgat statutul operei de artá ín era digitalá? Este evldent cá astázi accesul la 
tehnologie este unul mult mal prietenos. Interfata cu Instruméntele cara 
¡ntemedlazá procesul de fotograflere actlveazá nu doar ochlul el mediul ínsusl. 
Etapele prln cara a trecut de la ínceputul anllor '90 au determlnat o Instalare a 
fotograflei ca manifestare creatlvá fireascá ín pelsajul artlstlc actual ca ecou direct 
al paradigmel cultúrale contemporane. 
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Note: 


1 John Baldessari Tn seria de fotografii 'Cigar Dreams', realizatá ín 1974, ascunde ín fumul flgarllor 
cuvintele “Seeing ¡s beliving”, comentariu iranio la adresa impaotului fotografiei. Vezi T. Mulligan si D. 
Wooters (edit.) 2005 - A History of Photography, from 1839 to the present, Tasohen Verlag, Kóln, p. 704 

2 vezi “Opera de arta ín época reproducerii mecanice”, (publicat ín 1936) ín W, Benjamín, Iluminan, 
(Trad.), Idea, Cluj 2002 pp. 107-130 

3 Experiméntele s-au petrecut fie la nivelul tehnic, al registrului de luminá sau al expunerli, sub forma de 
obiect, colaj, ¡nstalatle. Gáslm asemenea abordárl la: Doru Tulcan, Stefan Bertalan, Cálin Beloescu, loslf 
Király, Wanda Mihuleac, Florín Maxa, Geta Brátescu, Dan Mlháltlanu, Teodor Graur, Cálin Dan, Mlhai 
Oroveanu, Dorel Gáiná, Vlad lacob, Gheorghe Rasovszky. 

4 Folositá mai ales la ínregistrarea actlunilor ?¡ a happenlng-urllor, Vezi lucrárile artistilor Alexandru Antlk, 
Grupul Slgma, losif Király, Nicolae Onucsan, Suzana Fántánaru, Ana Lupas, Paul Neagu, Decebal Scriba, 
Cálin Dan, Teodor Graur, Andrel Oisteanu etc. De multe orí aceste actiuni erau performate doar ín 
prezenta camerei, ¡maginea cápátánd astfel rolul de martor unlc al actiunii (ex. Geta Brátescu, Ion 
Grigorescu). 

5 Unil artisti folosesc fotografía ca schitá, pe care de multe orí ¡ntervln cu culoare sau desen, ín vederea 
realizárü unel plcturl, sculpturl, obiect sau a unui amblent (ex, Marilena Preda Sane, Horla Bernea, Sorin 
Dumitrescu, Constantin Flondor, Radu Igazsag, Paul Neagu etc.). 

6 La sfár$ltul anilor '70 Casa de culturá F. Schiller, Bucurestl gázduleste o serie de expozltli sub titlul 
'Fotografii foloslte de artisti'. ín 1984 Ateller 35 organlzeazá la Galería Nouá Oradea expozltla 'Mobil 
Fotografía' reluatáín 1986 si 1988. 

7 vezi Ruxandra Balad - Fotografía - posibilá cronologie a unui capítol experimental, ín catalogul 
Experlmentín arta románeascá dupá 1960, Editor CSAC, 1997 Bucurestl, pp. 69 - 78 

8 Artlcolul prezintá expozltla artlstulul la Van Abbe Museum din Elndhoven. Arta, nr. 1/1989 (anuí XXXVI), 
Meridiane, pp 39 - 40. 

“ Antologie - Cultura Fragmentelor (traducere, note si comentarli de Carmen Popescu) ín Arta, nr. 2/1989 
(anuí XXXVI), pp. 15 - 19. 

10 “In 1973 Alvln Toffler pronostica aparitia a ceea ce numea “artá experientialá” si stabilea dlferenta íntre 
colectia de “lucrurl" - opera de artá flnltá ín “ínteles" traditional, cultura “íncadratá" de experlenta 
trecutulul - si colectia de “experlente”, de tráirl apte sá contribuie la ímbogátlrea stimuláril senzoriale ín 
pachete, ín “blocuri” de ¡nformatli.” Mlhai Dri$cu - Arta románeascá actualá, schitá de traseu, ín Arta, nr. 
4/1989 (anuí XXXVI), Studil, pp. 7-8. 

11 “Geta Brátescu (n. 1926) deseneazá, face gravurá, colaj, graphic deslgn, film de anlmatie, film de autor, 
fotografíe, ¡nstalatle, artá corporalá. [...] Ion Stendl (n. 1938) practicá gravurá, taplserle [...] reallzeazá 
fresce, mozaicurl, reliefurl, este preocupat de graphic deslgn $1 de fotografié. [...] Ion Grigorescu (n. 
1945) plcteazá, ¡ngeniazá benzi desenate, graveazá, reallzeazá fotografii si filme de autor, este speclallzat 
ín restaurare. [...] Decebal Scriba (n. 1944) practicá graphic design, este un remarcabll fotograf si 
desenator, realizator de benzi video." ín M. Driscu loe. cit. 

12 Decebal Scriba - Noutátl ín graphic design, ín Arta nr. 4/1989 (anuí XXXVI), ínsemnárl, pp. 31-32. 

13 Adrián Sllvan lonescu - Portretlstul Nadar, ín Arta nr. 4/1989 (anuí XXXVI), Tnsemnári, pp. 32-33. 

14 Adrián Silvan lonescu - Fotografía ín secolul al XlX-lea: genuri, teme, compozltli, artisti, ín Arta nr. 
8/1989 (anuí XXXVI), ínsemnári, pp. 19-21. 


13 Anca Oroveanu - Fotografía (1839 -1989), ín Arta nr. 10/1989 (anuí XXXVI), Anlversári, pp. 23 - 25. 

17 Charles Baudelaire - Salón 1859. Le publlc moderne et la Photographie, fragment ín Arta nr. 10/1989 
(anuí XXXVI), Antologie, p. 25. 

18 Marshall Me Luhan, 1969 - Understanding Media, ín Anca Oroveanu loe cit. p. 23. 


9 Anthology - Cultura Fragmentelor (translatlon, notes 
and comments by Carmen Popescu) ¡n Arta, no. 2/1989 
(year XXXVI), pp. 15 -19 

10 "ln 1973 Alvln Toffler foresaw the occurrence of what he 
called "experlentlal art" and set the difference between 
the collection of "things" - the finite work of art ¡n the 
traditional "meanlng", the culture "framed" by 
experiences of the past - and the collection of 
"experlences", of feellngs able to contribute to the 
enrlchment of sensorial stimulatlon ¡n packages, "blocks" 
of Information." Mlhai Driscu - Arta románeascá actualá, 
schitá de traseu ¡n Arta, no. 4/1989 (year XXXVI), Studil, 
pp. 7-8. 

" "Geta Brátescu (b. 1926) draws, etches, makes 
collages, works with graphic deslgn, anlmation film, 
video, photography, ¡nstallations and body art. [...] Ion 
Stendl (b. 1938) etches and works wlth tapestry [...] 
frescoes, mosalcs, bassrellefs and deais with graphic 
deslgn and photography. [...] Ion Grigorescu (b. 1945) 
palnts, draws cartoons, engraves, makes photographs 
and experimental film, and is an expert ¡n restoration. [...] 
Decebal Scriba (b. 1944) works with graphic design, is 
an outstandlng photographer and drawer and makes 
video." in M. Driscu loe cit. 

12 Decebal Scriba - Noutátl ín graphic design ¡n Arta no. 
4/1989 (year XXXVI), ínsemnári, pp. 31-32. 

13 Adrián Silvan lonescu - Portretlstul Nadar in Arta no. 
4/1989 (year XXXVI), ínsemnári, pp 32-33. 

14 Adrián Sllvan lonescu Fotografía ín secolul al XlX-lea: 
genuri, teme, compozitil, artisti ¡n Arta no. 8/1989 (year 
XXXVI), ínsemnári, pp 19-21. 

13 Anca Oroveanu - Fotografía (1839 - 1989) ¡n Arta no. 
10/1989 (year XXXVI), Aniversárl, pp. 23 - 25. 

17 Charles Baudelaire - Salón 1859. Le publlc moderne et 
la Photographie, fragment ¡n Arta no. 10/1989 (anuí 
XXXVI), Antologie, p. 25. 

13 Marshall Me Luhan, 1969 - Understanding Media ¡n 
Anca Oroveanu loe cit. p. 23 

19 Anca Oroveanu starts from Ansel Adams' remark: "You 
don't take a photograph, you make ¡t." 

20 Ruxandra Balad - Cáteva considera^ cu privlre la 
fotografié ca artá ¡n Arta no. 10/1989 (year XXXVI), 
Anlversári, p. 27 

21 Arta Magazine stops publlcatlon ¡n 1993 

22 Among the catalogues presenting photography between 
1993 - 2000 we should mention: 1993 - Erste Schrltte - 
Rumánlsche Kunst der 90er Jahre, IFA Berlín; 1994 - 
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Nomadic, Romanian participation at the Sao Paulo 
Biennlal; Art Unllmited SRL, Art Museum Arad; 
01010101... Soros Center for Contemporary Art - SCCA, 
Bucharest; Médium 3 í Ann Art 5, Etna Foundation, Sf. 
Gheorghe; 1995 - lnter(n), Art Museum Arad; Media 
Culpa, SCCA, Bucharest; subREAL, NBK Berlín; 4-th 
Istanbul Biennial, Istanbul Foundation for Culture and Art; 
1996 - Le corps humain dans la photographie - FRAC 
Alsace; Manifesta 1 - Rotterdam, Fundatla Manifesta, Balt 
Orlent Express - Berlín / Bucuresti / Vlena - National Art 
Museum, Contemporary Art deparment, Bucharest; 
Rasovszky - Regnul Fanatio, SCCA, Bucharest; 1997 - 
Experiment in Romanian art slnce 1960, SCCA, 
Bucharest; Art-hoc, Romanian Art Today, Ludwig 
Museum Budapest; Venlce Biennial, Romanian 
participation, Mlnistry of Culture; 1998 Ion Grlgorescu - 
Documente 1967 - 1997, National Art Museum, 
Contemporary Art deparment, Bucharest; Berlln/Berlin, 
Berlín Blennale; Teodor Graur - Star Made in Romanía, 
International Center for Contemporary Art - ICCA, 
Bucharest; MEDIUM 4/8 Annart, Fundaba Etna Sf. 
Gheorghe; Memoria Inversata, Art Museum, Cluj; 1999 
Transltionland, National Art Museum, Contemporary Art 
deparment, Bucharest; Inventing a People, Contemporary 
Art ¡n the Balkans, MAP; Geta Brátescu, ICCA, Bucharest; 
L'autre moltié de l'Europe, Museé du Jeu de Pomme; 
After the Wall, Moderna Museet; subREAL (Venlce 
Biennial, Romanian Pavilion) Mlnistry of Culture; 2000 - In 
full dress, Brukenthal Museum. We should not forget the 
catalogues of the Periferlc Festival 1 -4/1997 - 2000, lasi 
(whlch became a Biennial after ¡ts 2001 edition). 

23 It stops belng edited ¡n 2003 due to the lack of fundlng. 

24 www.uartdcluj.ro 
23 www.unarte.ro 

23 Department withln the Union of Visual Artlsts (UAP) ¡n 
Romanía, set ¡n the ’80s ¡n most of the important cities 
(Bucharest, Cluj, lasi, Timlsoara, Bala Mare, Oradea, etc) 
Ateller 35 was almed at promoting artists younger than 
35. In Bucharest there has been an attempt to revive the 
movement, ¡n the mld - ’90s, with the ¡nvolvement of 
curators of the new generation (Erwln Kessler, Florea 
Avram and Alina $erban) but the dislntegration of UAP 
infrastructure and the loss of many of ¡ts spaces lead to 
the fallure of this attempt. 

27 A contemporary arts program withln the Soros 
Foundation for an Open Soclety initiated ¡n 1993. After 
1999 ¡t became an independent foundatlon called the 
International Centre for Contemporary Arts - ICCA. 


'“Anca Oroveanu pomeste de la remarca luí Ansel Adams: "You don't take a photograph, you make ¡t." 

20 Ruxandra Balad - Cáteva consideratil cu privlre la fotografíe ca arta, ín Arta nr. 10/1989 (anuí XXXVI), 
Adversan, p. 27 

21 Revista 'Arta' ísi suspenda aparitla ¡n 1993. 

22 íntre cataloagele care prezlntá fotografíe ín perloada 1993 - 2000 sunt de mentionat: 1993 - Erste 
Schrltte - Rumanlsche Kunst der 90er Jahre, IFA Berlín; 1994 - Nomadic, participares románeascá la 
Blenala de la Sao Paulo, Art Unllmited SRL, Muzeul de Arta Arad; 01010101... Centrul Soros pentru 
Arta Contempoaraná - CSAC, Bucurestl; Médium 3 í Ann Art 5 Sf. Gheorghe, Fundatia Etna; 1995 - 
lnter(n), Muzeul de Arta Arad; Media Culpa, CSAC Bucure?t¡; subREAL, NBK Berlín; 4-th Istanbul 
Biennial, Istanbul Foundation for Culture and Art; 1996 - Le corps humain dans la photographie - FRAC 
Alsace; Manifesta 1 (Rotterdam), Fundatia Manifesta, Balt Orlent Express - Berlin/Bucure?tl/Viena - 
Muzeul National de Arta, Departamentul de arta contemporaná; Rasovszky - Regnul Fanatlc, CSAC, 
Bucuresti; 1997 - Experiment ín arta románeascá dupa 1960, CSAC, Bucurestl; Art-hoc, Romanian Art 
Today, Ludwig Museum Budapesta; Bienala de la Venetia, participares románeascá, Mlnlsterul Culturil, 
Bucuresti; 1998 - Ion Grigorescu - Documente 1967 - 1997, MNAR, Departamentul de artá 
contemporaná, Bucuresti; Berlín / Berlín, Berlín Blennale; Teodor Graur - Star Made ¡n Románia, CIAC, 
Bucuresti; MEDIUM 4/ 8 Annart, Fundatia Etna Sf. Gheorghe; Memoria Inversatá, Muzeul de Artá Cluj; 
1999 - Transitionland, MNAR, Departamentul de artá contemporaná, Bucurestl; Inventing a People, 
Contemporary Art ¡n the Balkans, MAP; Geta Brátescu, CIAC, Bucurestl; L'autre moltié de l'Europe, 
Musée du Jeu de Pomme; After the Wall, Moderna Museet; subREAL (la Blenala de la Venetia, Pavillonul 
Románese), Ministerul Culturli, Bucurestl; 2000 - In full dress, Muzeul Brukenthal, Sibiu. Nu trebuie ultate 
cataloagele Festlvalului Perlferic 1 - 4 /1997 - 2000, lasi (care va devenl Blenalá íncepánd cu editia din 
2001). 

23 Lipsa resurselor financiare determlná suspendarea aparltlei revistei Artelierín 2003. 

24 www.uartdcluj.ro 

23 Departament ín cadrul Unlunil Artlstilor Plasticl (UAP) din Románia, ¡nstalat din anli '80 ín majorltatea 
oraselor Importante (Bucuresti, Cluj, la$¡, Timlsoara, Bala Mare, Oradea etc.), menlt sá promoveze artl$t¡¡ 
páná ín 35 de ani. La Bucurestl s-a íncereat o resuscltare a mi$cár¡¡, la jumátatea anilor '90, prin 
implicares unor curatorl din noua generare (Erwln Kessler, Florea Avram, Alina Serban) dar dezlntegrarea 
infrastructuril UAP $¡ pierderea multora din spatlile deflnute determlná esecul acestel íncercári. 

27 Program de artá contemporaná ín cadrul Fundafiel Soros pentru o Socletate Deschlsá. Din 1999 
devine fundatle ¡ndependentá numitá Centrul International pentru Artá Contemporaná - CIAC. Pe lángá 
proiectele expozlflonale, oonstrulte pe bazá de apel de prolecte, CSAC / CIAC a construit un fond 
documentar ce cuprinde documentad de artlst, cataloage, abonamente la publicatll perlodice, o oolectle 
de materiale vlzuale ce este ín continuare acceslbllá si constltuie o sursá ¡mportantá de informare. 

23 Colectille de fotografié sunt rezultatul unei pasiuni direct oriéntate cátre fotografié (ex. Mlhai Oroveanu). 
Conslderatá íncá obiect de arhivá personalá fotografía este ín pufine oazuri obiect de colectle. 



33 www.periferlc.org/vector/galeria_ro.html 
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39 www.e-oart.ro/harta/p/g/p_g.html 

40 www.idea.ro 

vezi si www.iokira.com;www.gontz.com;vnanca.blogspot.com. 

42 Médium 3 - Trienala de Arta Contemporaná 1994, organizata la Sf. Gheorghe de Fundatia Etna, ísi 
propune sá creeze o oolectie de imagini legate de "arta vie" / aotionism. "Centrului de arta contemporaná 
Imre Baasz" a constituit íncepánd cu 1994 o oolectie de imagini, la origine documéntate a unor actiuni, 
oare se autonomizeazá prin context. 

43 vezl luorárile arti$tilor: Euroartlst (Teodor Graur si Olimpiu Bandalao), Cati Orbulesou, Dorel Gáiná, 
Aurora (Dedlu) Király, Grupul 2D, Cosmln Grádinaru, Laszlo Ujvarossy, Emilian Sávesou, Radu Igazsag, 
Cálin Man, Joszef Bartha. 

44 cel mai evident exemplu este "Casa Poporului" un fel de Marlin Monroe a oontextului Románese. O 
evaluare a aoestui demers o face expozitia "Artistii románi (si nu numai) iubeso palatul lui Ceausescu" 
MNAC 2004 ourator R. Balad. Vedem oum imaginea este desoaroatá de oonotatiile simbolice si devine 
un reper al looului $¡ al spatiului oontemporan. 

45 Incepánd cu 1993 subREAL este format din Cálin Dan ?¡ losif Király. In aoeastá componentá subREAL 
ísi concentrazá demersul pe explorarea limitelor fotografiei ca mediu si ca obiectualizare. 

43 subREAL - Data Corrldor. AHA, Manifesta 1, Kunsthal Rotterdam, 1996. 


Besldes exhibltion projeets, based on a cali for projeots, 
SCCA / ICCA built a documentary database including 
artists' dooumentatlon, catalogues, periodical art 


important information 


source on contemporary art. 

28 The photography collections are the result of a direct 
passion towards photography. (e.g. Mlhai Oroveanu) Still 
considered to be a personal archive Ítem, photography is 
rarely an object of oollection. 


33 www.galerianoua.ro 

31 www.hartgallery.ro 

32 www.posibila.ro 

33 www.metacult.ro 

34 www.hag.ro 


37 www.arteast.ro 

33 www.periferio.org/veotor/galeria_en.html 
31 www.e-cart.ro/harta/p/g/p_g.html 


42 Médium 3 - The contemporary arts triennial 1994, 
organlzed in Sf. Gheorghe by Etna Foundation, alms at 
creating a colleotion of images related to "living art" / 
performance. The "Imre Baasz" Contemporary Arts 
Centre started to collect since 1994 Images, orlginary 
documentatlon of performances that become 
autonomous by context. 

43 see the works of Euroartist Group (Teodor Graur & 
Olimpiu Bandalac), Cati Orbulescu, Dorel Gáiná, Aurora 
Dediu, 2D Group, Cosmln Grádinaru, Laszlo Ujvarossy, 
Emilian Sávescu, Radu Igazsag, Cálin Man and Joszef 
Bartha. 

44 The most obvious example is "The People's House" a 
Marilyn Monroe of the Romanian context. An evaluation 
of this approach is carried out by the exhibition 
"Romanian artists (and not only) love Ceausescu's 
palace" MNAC 2004 curator R. Balaoi. We see how 
image loses its symbolic connotations and becomes a 
mark of contemporary place and space. 

43 Since 1993 subREAL is Cálin Dan & losif Király. As 
such, subREAL foouses its approach on exploring the 
limits of photography as médium and object. 

48 subREAL - Data Corridor. AHA, Manifesta 1, Kunsthal 
Rotterdam, 1996. 
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Un nou nou val 
Another new new wave 

Raluca Néstor 


The new artist, a product of the ¡nformation 
age, who, according to Flusser, changes 
from subject ¡nto project, accumulating 
points of view, becoming engaged ¡n a 
postmodernist manner, modelling his life to 
the fulfilment of his potential, is introducing a 
new reference system typical of the trendy 
world of clubbers who have no time for love 
and are in no mood for old-fashioned 
mushiness - a world of brands, coolness, 
cybernetic organisms and artificial intelligen- 
ce, a world whose actors are in perpetual 
motlon, llke bytes of ¡nformation in the 
network universe. The only confirmation this 
new wave seeks (not shocked in the least 
that Benjamín 's predictions on Art regarded 
as Merchandise have come true) is their in 
the open but at the same time underground 
belonging to the new world. It is arguable to 
what extent the concep-tualisation of art and 
the introduction of new, increasingly 
sophisticated, albeit friendlier technologies, 
is leading to a decrease in the amount of 
manual labour, but what cannot be 
challenged, however, is the urgent need to 
master critical thought. The artist of the third 
millennium no longer fights matter in order to 
create his own space of liberty in a world 


Noul artist, produs al erei informationale, cel care dupa Flusser se transformé din 
subiect Tn proiect, acumulénd puñete de vedere, angajándu-se postmodern, 
modelándu-si viata Tntr-o cát mai depliná realizare de potentialitáti, introduce un 
nou sistem de referintá, propriu acelei lumi trendy a clubberilor care n-au timp 
pentru dragoste nici chef de sensibilitáti desuete, o lume a brandurilor, a 
coo/ness-ului, a organismelor cibernetice si a inteligentei artificíale, o lume ai cárei 
actanti se afláin continué miscare asemeni unor biti de informatie baleind universul 
retelei. Singura confirmare cáutatá de acest nou val (deloe socat cá prospectiunile 
lui Benjamín asupra Artei privite ca Marta au devenit realitate) este apartenenta la 
noua lor lume, in the open dar ín acelasi timp underground. Este discutabil Tn ce 
grad apropierea artei de concept si introducerea noilor tehnologii, fot mai 


Cosmin Moldovan - 7 & 4 din seria / from the series: Fashion Guns, 2005 
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sofistícate chiar dacá ma¡ prietenoase, determiné o scádere a ponderii manualitátii, 
dar este de necontestat stringenta nevoie de stápánire a gándirii critice. Artistul 
mileniului trei renuntá la lupta Tmpotriva materiei pentru a-si trasa un spatiu al 
libertátii Tntr-o lume guvernatá de aparate si robotizare. Primul nivel al acestui 
'reality game' teínvatá a-t¡ stápáni aparatul (camera foto, video, PC), a nu te lása 
atras de caleafacilá a programului automat, a cliseului, a índoctrinárii prin canalele 
de distributie a produsului artistic. 

Cosmin Moldovan, masterand al sectiei Foto Video, UNAB (Universitatea Nationalá 
de Arte Bucuresti), este exponentul acestei generatii obisnuite sá se descurce pe 
propriile-i picioare, o generatie care nu asteaptá nimio de la UAP 1 ori de la vreo alta 
structurá de oportunitate, o generatie de artisti care ísi sunt Tn acelasi timp 



governed by devices and robotics. The first 
level ¡n this "reality game" teaches you to 
master your device (photo or video camera, 
PC), not to be drawn by the easy path of 
automatic programs, clichés, indoctrination 
through the distribution channels of the 
artistic product. 

Cosmin Moldovan, an MA student in the 
Photo Video department at UNAB (National 
University of Arts ¡n Bucharest), ¡s a 
representativo of a generation used to doing 
things on its own, expecting nothing from the 
UAP 1 or any other structure, a generation of 
artists who are at one and the same time 
their own managers, curators and critics. 
This is the decantation of trends that 
appeared in the late 1990s with the 
meanwhile more experienced generation of 
Daniel Gontz and Vlad Nanea. These young 
artists are on the one hand net-active, 
surfing blogs daily, subscribers to all the 
discussion lists of the artistic communities, 
and actors on the Romanian cultural stage, 
engaged in debates on the projeets 
suggested by the cultural operators, on the 
other. 

Cosmin Moldovan's contributions cover a 
very wide field, from experimental film, 
photography and design, to digital art 
(interactive DVDs and VJing) and reviews of 
contemporary arts events. In 2006, he was 
the curator of the exhibition Spazzi Aperti 
presenta Offset.2005+ at ‘Accademia di 
Romanía’ in Rome, and organised events as 
part of the NOMAD programme (load / flow / 
mix) for video art in the urban space. In 2005, 
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Olivia Miháltianu - Din ¡ 


1 From the: 




manageri, curatori si critici. Este vorba despre decantarea unor tendlnte ¡ntroduse 
la sfársitul anilor '90 de, Tntre timp, mai experimentata generatie a lui Daniel Gontz 
si Vlad Nanea. Tinerii artisti sunt pe de-o parte net-activlsti, zilnic navigánd pe 
bloguri, ínscrisi pe tóate lístele de dlscutle ale comunltátllor artlstlce, pe de alta 
actantl al scenel cultúrale románestl, angajatl Tn dezbaterl asupra prolectelor 
propuse de operatorü culturan. 

Contrlbutüle luí Cosmln Moldovan vlzeazá o sferá toarte larga de la film 
experimental, fotografíe, deslgn páná la arta dlgltalá (DVD-url Interactive dar si VJ- 
¡ng) si revlew-url ale unor manlfestárl de arta contemporaná. ín 2006 este curator 
al expozltlel Spazzi Aperti presenta Offset.2005 la Accademla di Romanía, Roma, 
si organlzator al evenlmentelor din cadrul programulul NOMAD (load / flow / mix) 
pentru artá video ín spatlul urban. ín 2005 este curator al expozltlel Online de arta 
contemporaná Offset.2005 si membru ín jurlul festivalului Europrix Multimedia Top 
Talent Awards 2005, Salzburg. Participé la festlvalul Internetics si la Blenala 
Internatlonalá a Tlnerllor Artisti. 

ín 2006 are prima expozltle personalá de fotografíe Fashion Guns la Atelier Hag, 
Bucurestl. Prolectul rldlcá problemele stllului de vlatá domlnat de brand / marca, ale 
puterü de vlctlmlzare a modei si ale felului ín care, la tóate nlvelurlle socletátü contem- 
porane, corpul uman este conflgurat de Stil. Vezl nevóla de apartenentá la aceasl 
subculturá trendy pentru care tinerii sunt dlspusl la orlce sacrificlu, ¡ncluslv alterarea 
proprlulul corp, a proprlel ¡dentltátl. Aceste sublecte sunt fíltrate prin patru constructü- 
portret ale unel mitologü jumátate claslce, jumátate joc video / cyberpunk. 

Expozltla se ínscrle pe llnla unor prolecte mal vechl; vldeo-ul HpStonjLmetlc, cu 
care participé la Formate.04/Moving Patterns - Vlenna, ¡nsplrat de plesa muzlcalá 
omonlmá a luí Hp Stonji, constltule o anallzá a esentel auto / “metlce” a mlscárllor 
umane si maslnale. Construltá coerent, ín jurul acelorasl organlsme clbernetlce, 
íntreaga lumea fllmlcá a luí Cosmln Moldovan este suspendatá la granlta dlntre 
virtual si realltate. Un sentlment de alienare transpare din amestecul ¡ndlgest de 
real si virtual: panorame de blocurl ceauslste, zldurl mánjlte cu vulgarltátl dar vlu 
colórate de graffitl, reclclárl ale vechllor jocurl video, break-dance, muzlcá 
electronlcá, ritmuri obsedant repetltlve. Un joc ín joc, o suprapunere de layere 
conceptúale si ín acelasl tlmp un labirint de nlvelurl, o capcaná asa cum doar 
realltatea se prlcepe sé íntlndá, ín care spectatorul se trezeste prlns, si pe 
deasupra sllit sé tlná ochü deschlsl, sé ísl ínfrunte tlmpul. 

Acelasl decor saturat de graffitl este foloslt ín cazul prolectulul foto Thug Ufe, un 
demers spontan, condlmentat de o ironle finé, o paralelé íntre ¡dentltatea realá si 


he was the curator for the online 
contemporary art exhlbltlon Offset.2005 and 
a jury member at the Europrix Multimedia 
Top Talent Awards 2005 festival ¡n Salzburg. 
He also took part ¡n the Internetics festival 
and the International Biennial for Young 
Artists. 

In 2006, he had hls first personal 
photography exhlbltlon entltled Fashion 
Guns at Atelier Hag ¡n Bucharest. Thls 
project ralses the problem of the brand / 
trademark-domlnated llfestyle, the power of 
vlctlmlsatlon ¡n fashion and the way ¡n whlch, 
at all levels of contemporary society, the 
human body ¡s configured by style, as can 
be seen in the need for belong to the same 
trendy subculture for whlch the young are 
wllllng to make any sacrifices, ¡ncludlng the 
alteratlon of thelr own body and ¡dentlty. 
These subjeets are flltered through four 
portralt-constructs of a half classlcal, half 
video game / cyber-punk mythology. 

The exhlbltlon ¡s a continuaron of some older 
projeets: the HpStonjLmetlc video, with 
whlch he took part ¡n Fórmate. 04/Moving 
Patterns ¡n Vlenna and whlch ¡s ¡nsplred by 
the Hp Stonji's homonymous song, ¡s an 
analysls of the auto/”metlc” core of human 
and machine movements. Coherently bullt 
around the same cybernetic organlsms, 
Cosmln Moldovan's whole film world ¡s 
suspended at the border between the virtual 
and the real. A feellng of allenatlon comes out 
of the uneasy mixture of real and virtual: 
panoramas of blocks of fíats from the 
Ceausescu era, walls deflled by vulgar words 
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and brightly-coloured graffiti, recycling oíd 
video games, break-dance, electronlc musió, 
obsessive repetitive rhythms. A game within a 
game, an overlapping of conceptual layers 
and, at the same time, a labyrinth of levels, a 
trap that only reality could set and in which 
the viewer finds himself trapped and torced to 
keep his eyes open, facing his own time. 

The same graffiti-saturated setting is used for 
the Thug Life photo project, a sponta-neous 
enterprise, spiced with fine irony, a parallel 
between the real and constructed identities 
of neighbourhood tough guys. By 
overlapping ID card photos of confused, 
innocent figures and the transformed image 
of the same boys, now turned bad thanks to 
the required props (baggy jeans, cigarette in 
the comer of the mouth, sunglasses, a self- 
sufficient attitude, headphones), the artist 
makes an ironic reference to the imagery of 
hip-hop bands and its typical clichés and at 
the same time makes a valid commentary on 
the condition of the young brought up 
among concrete walls, torced to play tricks 
with their ¡dentity in order to be accepted by 
the gang. 

The alienation of the young, this time as he 
was torced to accelerate his lite rhythm in 
order to synchronise ¡t with the parameters 
imposed by the vampire-like job market of 
the third millennium, is commented upon in 
the series of photographs called Untitled. 
Unable to avoid the “lining up” required by 
the system, the fresh prisoners of the grinder 
accepted the fact that their growing up 
would no longer be a gradual process but an 


cea construitá a unor báieti duri de cartier. Suprapunánd fotografiile de buletin, 
figuri nedumerite, ingenue, cu imaginea cosmetizatá a acelorasi báieti, deveniti raí 
multumitá recuzitei de rigoare (pantalonii largi, lásati, tigaratn coltul gurii, ochelarii 
de soare, aerul sastisit, cástile pe urechi), artistul face o referintá irónica la universul 
imagistic al formatiilor de hip-hop si la cliseele specifice, dar totodatá reuseste un 
pertinent comentariu asupra conditiei tánárului crescut Tntre betoane, obligat sá 
jongleze cu identitatea sa pentru a fi acceptat Tn gascá. 

Alienarea tánárului, de data aceasta fortat sá ísi accelereze ritmul de viatá pentru 
a se sincroniza cu parametrii impusi de vampiristica piatá de joburi a mileniului trei, 
este comentatá Tn seria de fotografii Untitled. Incapabili de a se sustrage 
Tnregimentárii cerute de sistem, proaspetii prizonieri ai masinii de tocat acceptá 
faptul cá maturizarea lor nu mai poate fi un proces gradual ci un algoritm, o 
procedurá recurentá de pasi, operatii dependente doar de variabile externe. 
Aceeasi lume a algoritmului, Tn care individul si individualitatea sunt sacrifícate 
statistic de dragul majoritátii si din nevoia de political and social correctness, o 
lume Tn care zgomotul creat de protéstele feministelor, ale comunitátilor crestine 
ori ale minoritátilor de orice fel, acoperá orice initiativá ce se vrea simplá, umaná, 
este reluatá Tn seria foto Untitled (pornographer). Avem de-a face aici cu un 

loana Noveanu - Din seria / From the series: Pliuri 4 / Folds 4, 2006 
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comentariu asupra ¡ndustriei pornografice, una dintre constantele vietii de zi cu z¡, 
care determiná íntr-un mod subconstient proiectiile oamenilor asupra vietii sexuale 
si relatiile dintre sexe Tn societatea contemporaná. 

Olivia Miháltianu, masterand al sectiei Foto Video - UNAB, abordeazá medii diverse 
de lucru (foto, video, multimedia), ínscriindu-se la rándul ei printre tinerii permanent 
conectati la lumea artisticá europeaná. Avánd sansa de a experimenta diferite 
background- uri cultúrale Tn timpul unor cálátorii si workshop-uri ín stráinatate (vezi 
instalatia video despre ceai si traditii, expusá Tn 2002 la Bastión 2/2, Timisoara, 
meditatie asupra dizolvárii traditiei Tntr-o lume a globalizárii si a emergentei de noi 
ritualuri tip puzzle Tn care kitsch- ul are functia sa) artista abordeazá o strategie de 
tip work in progress pentru conturarea unei permanente cáutári de noi moduri de 
reprezentare, Tn directá conexiune cu propria sa devenire artisticá; o ecuatie de tip 
scenariu deschis Tn permanentá dependentá de acea variabilá care sub generoasa 
denumire de aleator ascunde múltiple conotatii spatio-temporale. 

Participarea din 2006 la expozitia Her Position In Transition / International VMomen 
Art Festival, Buchhandlung Frauenzimmer, Vienna cu proiectul ID_quest, demers 
feminin dar nu neapárat feminist, propune un joc al cáutárii si Tn acelasi timp al 
construirii identitátii, o analizá a relatiei dintre elementele vietii de zi cu zi si artele 



algorithm, a recurrent sequence of steps, 
operations dependent only on external 
variables. The same world of the algorithm, 
where the individual and individuality are 
statistically sacrificed for the sake of majority 
and for the need of political and social 
correctness, a world where the noise of the 
protests of feminists, Christlan communities 
or other minorities covers any initiative 
intended as simple or human, is also tackled 
in the Untitled (pornographer) photo series, 
hiere we are dealing with a commentary on 
the pornographic industry, one of the 
constants of our daily life, subconsciously 
determining the people's projections on 
sexual life and the relationships between the 
genders in contemporary society. 

Olivia Miháltianu, an MA student in the Photo 
Video department at UNAB, practices 
various working techniques (photography, 
video, multimedia) and is one of the young 
generation constantly connected to the 
European world of art. Having had the 
chance to experience with various cultural 
backgrounds during her travels and 
workshops abroad (see, for example, the 
video installation on tea and traditions 
exhibited in 2002 at Bastión 2/2, Timisoara, 
a meditation on the dissolutlon of tradition in 
a world of globalisation and the emergence 
of new challenges where the kitsch plays ¡ts 
part), the artist employs a work in progress 
strategy to shape a permanent search for 
new ways of representation directly 
connected to her own artistic becoming; an 
open scenario equation permanently 
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dependent on that variable whlch, under the 
generous ñame of aleatory, hldes múltiple 
spatlal and temporal connotatlons. 

Her partlclpatlon ¡n 2006 ¡n the exhlbltlon Her 
Position In Transition / International Women 
Art Festival at the Buchhandlung 
Frauenzlmmer ¡n Vlenna wlth the ID_quest 
project, a femlnlne, but not necessarlly 
femlnist approach, suggested a game of 
quest and at the same time a constructlon of 
¡dentlty, an analysls of the relatlonshlp 
between the elements of dally Ufe and the 
visual arts. The Investigaron quotes and 
recycles some well-known contemporary 
artlstlc polnts of vlew / approaches, 
attemptlng at the same time to find ¡ts own 
answers to the problem of ¡dentlty. Coverlng 
a wlde area of research, between the 
Individual and the collectlve, from the 
personal to official, ¡nstltutlonal points of 
vlew, movlng through soclety, the arts and 
the education system, thls open project 
tackles múltiple visual aspects of personal 
¡dentlty ¡nterconnected wlth the social Ufe of 
various cultures. 

One of the routes of the IDjquest project ¡s 
olivia_search - a personal Investigaron of 
¡dentlty and the social and cultural 
phenomenon of “collectlng Items”. It 
concentrates on several aspects: the 
predestinaron of ñames, numerology, 
turning ñames ¡nto trademarks / labels, 
marketing, multiplylng, clonlng, parallel Uves 
and other current economlc, social and 
cultural phenomena. Thls work requlres the 
use of an encyclopaedla-like book, a webslte 


vlzuale. Investígate clteazá si reclcleazá cáteva puñete de vedere / abordárl 
artlstlce contemporane bine cunoscute, Tncercánd Tn acelasl tlmp sá descopere 
proprü ráspunsurl la problema ¡dentltátll. Acoperind un larg spectru de cercetare, 
Tntre Individual si colectlv, de la punctul de vedere personal la cel oficial, 
¡nstltutlonal, balelnd socletatea, artele si slstemul de ínvátámánt, acest prolect 
deschls abordeazá múltiple aspeóte vlzuale ale ¡dentltátll persoale ¡nterconectate 
cu vlata soclalá a dlferltelor culturl. 

Una dlntre rutele prolectulul ID_quest este olivia_search - o investigare personáis 
a identitátli si a fenomenulul socio-cultural de a “colectlona oblecte”, urmárlnd mai 
multe aspeóte: predestinares numelor, numerologle, transformares numelor Tn 
marca / label, marketing, multiplicare, clonare, existente paralele si alte fenomene 
economlco-soclo-culturale actúale. Lucrares presupune o caríe oblect, tlp 
enclclopedle, un webslte si un CD-ROM multimedia. De la píesele celebrel 
cántárete Olivia Newton John, la un brand de tampoane Intime, de la un fel de 


Ana Alexandra Blidaru 

Din seria / From the series: Fílmele minute dintr-o viafá / First minutes ofl'ife, 2005 - 2006 
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mancare la numele unor orase, de la o statlstlcá prlvlnd persoanele ráspándlte pe 
glob care ráspund la numele Olivia la o revlstá pentru femel, artista Tncearcá o 
structurare de tlp arhlvá a urlasel colectü de ¡nformatü parvenlte Tn urma unor 
search-url pe Google dar si a cercetárü unor blbllotecl orí a collndárü prln magazine, 
fie ele supermarket-url sau práválll cu suvenlrurl. 

O a doua ruta - Persona - constá íntr-o serle de autoportrete luate Tn locurl si 
drcumstante dlferlte mlzánd pe un dublu aspect: pe de-o parte Introduce 
personajul, ¡maginea artlstel Olivia Mlhaltlanu, pe de alta se ocupá de felul Tn care 
cellaltl percep aceastá Imagine. Dialogul abrupt, dlrect cu camera constltule o 
trásáturá deflnltorle a autoportretelor aláturi de focusul concentrat pe ¡maginea 
artlstel, focus ce determiná o Tnscrlere a tuturor celorlalte personaje, oblecte, 
recuzltá pe o órbita ce le llmlteazá a gravita Tn jurul sublectulul central. 

Cea de-a trela rutá - Five Times Bucharest - este o ¡nstalatle video non lineará, care 
¡nvestigheazá vlata si destínele a clncl personaje Tntr-o directa relatle cu 



and a multimedia CD-ROM. From the songs 
of the famous slnger Olivia Newton John, to 
a brand of sanltary towels, from a dlsh to the 
ñames of some citles, from statlstlcs on the 
geographlc dlstrlbutlon of people called 
Olivia to a women's magazine, the artlst 
makes an archlve-llke structurlng of the vast 
amount of Information resultlng from Google 
searches as well as llbrary research or from 
looklng ¡n shops, be they supermarkets or 
souvenlr shops. 

A second route - Persona - conslsts of a 
serles of self-portralts taken ¡n dlfferent 
places and clrcumstances. It ¡s based on 
two aspects: on the one hand, ¡t Introduces 
the character, the ¡mage of the artist Olivia 
Miháltlanu, whlle on the other ¡t deais wlth 
the way ¡n whlch others percelve thls image. 
The harsh dialogue, stralght ¡nto the camera, 
¡s a definlng feature of the self-portralts 
comblned wlth the focus on the ¡mage of the 
artlst, whlch leads to the ¡nscrlblng of all the 
other characters, objects, props, ¡nto an 
orbit ¡n whlch they gravltate around the 
central subject. 

The thlrd route - Five Times Bucharest - ¡s a 
non-linear video ¡nstallatlon, investlgating the 
Uves and destlnles of five characters ¡n a 
direct relatlonshlp with the development and 
hlstory of the city the all live ¡n. They are: a glrl 
born with a sllver spoon ¡n her mouth, a 
product of the new post-December ’89 
perlod, dependent on shopplng at the malí 
and golng to the gym; an englneer, the new 
type of the flsherman and hunter, wlth the 
omnlpresent GPS; a pensloner thlrsty for 
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secrets and gossip about lite ¡n a block of 
fíats; a young politicen; and an eccentric but 
refined oíd ¡ntellectual haunted by the lack of 
communlcatlon between generations. 
Desplte the apparent lack of connectlon 
between the trajectorles of these flve 
characters, they prove to be a whole, llke 
dlfferent pleces from the same puzzle: the 
new Romanlan soclety ¡n perpetual transltion. 
In an age of ’Photoshopism’, Olivia demón¬ 
strales her interest ¡n manlpulatlng reallty to 
the detrlment of the technlque of 
manlpulatlon of the digital ¡mage. Her 
projects promote a staged photography 
aesthetlcs. In the video They, presented ¡n 
2004 at Formate.04/Mov¡ng patterns at the 
Kunsthalle ¡n Vlenna, she manipulates the 
vlewer's perceptlon: by a simple trlck of the 
aperture, a night shot of a busy Bucharest 
boulevard becomes a posslble landlng drill, a 
suggestlon of a posslble colonlsatlon, a 
mysterious apocalyptlc visión ¡n whlch They 
are watchlng us and are already among Us. 
Another set-up, with an ¡ronlc touch, ¡s given 
by the SuperStar project, presented ¡n 2003 
¡n the exhlbltlon Portfolios Review at Galería 
Noua, In whlch the artlst ¡s chased by 
paparazzl as ¡f she were a true Andreea 
Marín 2 , always trylng to hlde her love affalrs, 
or like an assaulted JLo-type sex-symbol. In 
the same category, we find car crashes 
framed on a windowslll, whlch use toy cars, 
a llttle snow and some branches, 
photographs among those whlch won the 
artlst the Best Photo Award at the Ferrari 
International Falr ¡n 2004. 



dezvoltarea si ¡storla orasulul Tn care cu totil loculesc. Este vorba despre o fatá de 
banl gata, produs al proaspetei perioade postdecembrlste, dependentá de 
seslunlle de shopplng la malí si de mersul la sala, un ¡nglner, pescar si vánátor de 
tlp nou avánd ín dotare nellpsltul GPS, o pensionará ínsetatá de confidente si bárfe 
despre viata la bloc, un tánár polltlclan si un sénior Intelectual excentrlc si raflnat, 
bántult de non-comunlcarea dlntre generatü. In eluda aparentel llpse de 
¡nterconectare dlntre tralectele acestor clncl personaje ele se dovedesc a forma un 
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Tntreg, ca píese ale acelulasl puzzle: noua societate romaneases Tn contlnuá 
tranzltle. 

íntr-o era a ’Photoshop’-Ismelor Olivia se dovedeste ¡nteresatá de manlpularea 
realltátü Tn detrimentul tehnlcü de maipulare a ¡maglnü dlgltale. Proiectele sale 
promoveaza o estetlcá stagedphotography. Tn filmul video They, prezentat Tn 2004 
la Formate.04/Mov¡ng patterns Kunsthalle, Vlena, ea manlpuleazá perceptla 
spectatorulul; prlntr-un slmplu joc de diafragmá, o filmare de noapte a unul 


We should not be amazed that, ¡n parallel 
wlth a strlcter speciallsatlon, the new 
generatlon ¡s torced to tackle several related 
fields slmultaneously. The experience of 
prevlous generatlons has taught them to be 
prepared at any time. There ¡s no time for 
mlssed opportunltles, hesltatlon or regrets. 
The fight ¡s flrst of all agalnst time, whlch, ¡n 
the Information age, has lost all patlence. 
Thls generation of experimenten, unlike the 
generatlons of the 1970s and 1980s, lacking 
all ¡deallsms, must know everythlng, see 
everythlng, particípate, try. The figure of the 
mentor, served and adulated by hls 
disciples, has long slnce become obsoleto. 
Thls does not mean that the new generatlon 
does not have models, does not love and 
respect, but that thelr love and respect have 
other coordlnates: the new dlsclple now 
follows wlth hls eyes open, aware, on hls 
own wlll, and never uncondltlonally. Even 
today, loslf Klraly's students fight over who 
wlll help hlm carry hls huge photographlc 
books - even when the books 1 ñames are 
Photo Blble, the Slssley Catalogue, 
Mapplethorpe, Gursky, Arakl. 

The graduatlon exhibition of the department 
of Photography and Video at UNAB (June 
2006, the Museum of the Romanian Peasant) 
was a nlce surprise and a true exhibition 
event whlch - maybe also as a result of the 
stlmulatlng ¡nfluence of some the related 
folklore or gastronomlc manlfes-tatlons, such 
as the glpsy band playlng at nlght ¡n the yard 
or the smell of miel (Romanian grilled ground 
meat sausages) that filled Plata Victoria, well 
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beyond the Web Club - polarised the artistic 
and advertising world, the way only the great 
MNAC openings do. 

The programme ¡ncluded video projections - 
Sergiu Doroftei's VJing project (or Trans TV 
Ode to my Daewoo TV Set), a highly iranio 
commentary on the valúes and icons of 
Romanian society in the same perpetual and 
slow transiten towards a much-desired true 
consumer society - by Bogdan Marcu 
(author of the famous Manga-style Computer 
animation Dana's Death). 

Among the best pieces in the exhibition were 
the photo projects by students of professor 
loslf Király's class: Ana Alexandra Blidaru, 
Cristi Coclitu and Bogdan Bordeianu. 
Despite the use of digital techniques, they 
promote a straight aesthetics, without 
recourse to Computer manipulation. 

The First Minutes of a Life, Ana Alexandra 
Blidaru's project, is a document of that oíd 
yet equally contemporaneous phenomenon 
of birth, a typically feminine theme that still 
cannot be caught in a typically feminist 
frame. While working on this project, Ana 
was witness to many births, gathering a real- 
life database of photographs, video and 
audio recordings. Moreover, her participa- 
ten in 2005 in the Portfolios Review - 
Atitudini exhibition at Galería Noua with the 
series of photographs entitled From entering 
the world to exiting anonymity evidences an 
older interest in this theme. I believe Ana 
took a leap forward with the new project, 
producing a more refined and coherent 
concept. 


bulevard circulat din Bucuresti devine un posibil exercitiu de aterizare, o sugestie 
a unei posibile colonizan', o misterioasá si apocalipticá viziune ín cara Ei ne 
urmaresc si se aflá deja printre Noi. O alta Tnscenare, íntr-o nota irónica, este cea 
din proiectul SuperStar, prezentat Tn 2003 Tn cadrul expozitiei Portfolios Review de 
la Galería Nouá, ín care artista este urmáritá de paparazzi ca o veritabilá Andreea 
Marín 2 , vesnic preocupatá de táinuirea escapadelor sale amoroase, ori ca un 
asaltat sex simbol tip J Lo. In acelasi registra seínscriu accidéntele auto ínscenate 
pe pervazul ferestrei cu ajutorul unor masini de jucárie, cu putiná západá si cáteva 
crengi, fotografii care se numará printre cele care, Tn 2004, i-au adus artistei Best 
Photo Award la Ferrari International Fair. 

Nu e de mirare cá, Tn paralel cu o accentuatá specializare, noua generatie se vede 
constránsá a aborda simultan múltiple domenii conexe. Experienta generatiilor 
anterioare i-a Tnvátat cá Tn orice clipá trebuie sá fie pregátiti. Nu e vreme pentru 
ocazii pierdute, ezitári ori regrete. Lupta se duce Tn primul ránd cu timpul care Tn 
era informatiei si-a pierdut orice rábdare. Aceastá generatie de experimentatori, 
spre deosebire de generatiile 70 - '80, lipsitá de orice idealisme, trebuie sá 
cunoascá tot, sá vadá tot, sá participe, sáTncerce. Figura maestrului slujit si adulat 
de ucenici s-a fásáit demult, asta neTnsemnánd cá noua generatie nu are modele, 
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nu índrágeste si nu respecté. Respectul si dragostea lor au ínsá alte coordonate, 
noul ucenic urmeazá dar cu ochii deschisi, rational, cu propria-i vointá, niciodatá 
neconditionat. Si astázi studentii lui losif Király se ímbráncesc sá-l ajute la cáratul 
ceasloavelor cu fotografii - chiar dacá acestea se numesc Photo Bible, Catalogul 
Sissley, Mapplethorpe, Gursky, Araki. 

Expozitia de licentá a departamentului Foto-Video din cadrul UNAB (iunie 2006, 
Muzeul Táranului Román) a fost o surprizá plácutá si un adevárat eveniment 
expozitional care, poate si datoritá ¡nfluentei stimulative a unor manifestári folclorice 
si gastronomice conexe, vezi taraful care interpreta ín curte ín nocturna ori mirosul 
de mititei care asaltase Piata Victoriei, pana dincolo de Web club, a polarizat toatá 
lumea artística si publicitará, asa cum reusesc doar expozitiile de anvergurá 
vernisate la MNAC. 

Din program nu au lipsit proiectiile video - proiectul de VJ-ing al lui Sergiu Doroftei 
ori Trans TV oda televizorului meu Daewoo, comentariu de o ironie acida asupra 
valorilor si iconurilor societátii románesti, aflate ín aceeasi continué si lenesá 
tranzitie cátre mult rávnita societate consumistá genuiná, apartinánd lui Bogdan 
Marcu (autorul deja celebrei animatii computerízate ín stil Manga, Moartea Danei). 
Printre píesele de rezistentá ale expozitiei se gásesc proiectele foto ale studentilor 
de la clasa profesorului losif Király: Ana Alexandra Blidaru, Cristi Coclitu si Bogdan 
Bordeianu. Chiar dacá este vorba de tehnicá digitalá, cei trei promoveazá o 
esteticá straight, fárá a apela la manipulári pe Computer. 

Primele minute dintr-o viatá, proiectul Anei Alexandru Blidaru, este o documentare 
asupra acelui fenomen vechi si actual: nasterea, tematicá tipie femininá 
neíncadrabilá ínsá íntr-un corset tipie feminist. Pentru realizarea proiectului Ana a 
participat la un numár semnificativ de nasteri adunánd o adeváratá bazá de date 
de fotografii, ínregistrári video si audio. Mai mult, participarea sa din 2005, ín cadrul 
expozitiei Portfolios Review - Atitudini, de la Galería Nouá, cu seria de fotografii De 
la intrarea in lume, la iesirea din anonimat atesté o mai veche preocupare pentru 
tema respectivá. Cred cá, o daté cu noul proiect, Ana face un salt ínainte 
propunánd un concept mai rafinat si mai coerent. 

Se confirmé si ín cazul ei aceeasi ferventá implicare ín activitáti artistice care 
vizeazá domenii diverse: ín liceu este redactor al revistei Scolii Céntrale, ín 2000 
foto repórter al revistei JAP, revista Centrului Independent de Jurnalism, ín 2004 
face management de proiect la concursul de fotografié Definitely Photo, realizat de 
British Council, ín 2005 este colaboratoare la revista de arhitecturá Igloo, ín 2006 
face proiectii video pentru o punere ín scená a piesei Hell de Lolita Pili, parte a 


She has shown the same enthusiastic 
involvement in artistic activities in various 
fields: at high school she was the editor of 
the Central School magazine; in 2000 she 
was a photo-reporter for the JAP magazine 
of the Independent Journalism Centre; in 
2004 she was the project manager for the 
Definitely Photo photography contest 
organised by the British Council; in 2005 she 
was a contributor to the Igloo architecture 
magazine; in 2006 she made the video 
projections for a staging of Lolita Pill's play 
Hell as part of the Undercloud theatre 
project. She flirts with design and advertising 
(she provided photographs for the website of 
the clothing design company Span, 
designed the cover of the DVD entitled 
Muzeul de la Sosea - Muzeul Táranului 
Román and has contributed to the Tabú 
lifestyle magazine). She has been actively 
involved in contemporary art events (she 
participated in the Ladyfest art festival in 
Timisoara and the íncepem 4 - Untitled 
fanzine in 2005; she won the third prize in the 
photography exhibition as part of the 
CineMAiubit festival and first prize in the 
photography exhibition as part of the Ferarri 
Show in 2004, and was a winner of the 
Performing Places team contest, run by the 
British Council, for the project entitled A Tale 
about Time). 

With her project The First Minutes of a Ufe, 
which is placed in a special space, 
separated from the other works by a folding 
screen graphically reminiscent of the 
atmosphere in one of the country's natal 
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clinics, Ana aims not only to present such a 
clinic ¡n Romanía in the third millennium but 
also to help the viewer to see through the 
eyes of the woman giving birth. 

Using a collage of details, seemingly 
structured according to the ¡ntricate 
mechanism of the memory, she meditates on 
the question as to whether, despite all the hi- 
tech devices and techniques used to avoid 
pain and the death of the mother and the 
baby, the act of giving birth itself has not been 
the same for thousands of years. A mixture of 
coid and hot, sweat and stainless Steel, the 
metallic touch of the surgeon's instruments, 
the hot proximity of blood and skin are 
suggested by placing face to face organic 
frames, details of flesh at the limit between 
the abstract and the figurative, with almost 
coid and painfully sharp hospital details. 

The sound, as the artist herself has stated, is 
an ¡mportant component of the project. 
While the viewer looks at the photographs, 
he or she hears recordings of births. i would 
go so far as to say that the very photo¬ 
graphs themselves contain a sound 
component and a powerful sensorial 
component: looking at the details of an 
umbilical cord, of a clip, the viewer cannot 
help but smell blood orthe surgeon's rubber 
gloves, hear the sound of the scalpel falling 
into the tray, feel the coid metal touch of the 
wheelchair. 

Ana Alexandra Blidaru's sensorial expe- 
riences become coid ¡ce crystals with Cristi 
Coclitu. His Simetric project, a project of 
ambiguous architecture, consists of a series 


proiectului teatral Undercloud. Cocheteazá cu lumea designului si a publicitátii 
(fotografii pentru site-ul firmei de design vestimentar Span, design coperta 
DVD-ului “Muzeul de la Sosea - Muzeul Táranului Román” si colaborare cu revista 
de life-style Tabú). Participá la manifestári de artá contemporaná (2005: festivalul 
de arta Ladyfest, Timisoara si fanzin-ul íncepem 4 - Fárá titlu, 2004: premiul III la 
expozltla de fotografíe din cadrul festlvalulul CineMAiubit si premiul I la expozltla de 
fotografíe din cadrul Ferarri Show, 2003: cástlgátoare a concursulul pe echlpe 
Períorming Places, reallzat de Britlsh Council, cu prolectul A Tale about Time). 
Prin ¡ntermedlul proiectului Primele minute dintr-o viatá, panotat íntr-un spatlu 
dedlcat, separat de celelalte lucran prlntr-un paravan toarte sugestiv Tn evocarea 
atmosferel matemitátllor patrlel, Ana nu Tncearcá doar sá prezlnte o sala de nasterl 
din Romanía mllenlulul trei, el urmáreste sá ajute spectatorul sá arunce o prlvlre 
prin ochü femeü care naste. 

Pe baza unul colaj de detalii, structurat parcá dupá alamblcatul mecanlsm al 
memorlei, ea mediteazá asupra Tntrebárli dacá, cu toatá aparatura evoluatá si 
tehnlcile de evitare a durerllor si a mortalltátü mamel si a fátulul, actul Tn slne nu este 
acelasl de mil de ani. Amestec de rece si fierbinte, de sudoare si ¡nox, atingerea 


Ciprian Udrescu - Untitled, 2004 
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metálica a recuzltel chlrurglcale, aproplerea flerblnte a sángelui, a pielü sunt sugerate 
prin punerea fatá Tn fatá a unor cadre organice, detalii de carne la limita dintre 
abstract si figurativ, cu scharf- ul dureros de ciar, de rece al detaliilor de spital. 
Sunetul, dupá cum declara artista ínsási, este o componentá ¡mportantá a 
proiectului. ín timp ce privesti fotografiile poti asculta ínregistrári de la locul 
nasterilor. As spune cá, mai mult de atát, chiar fotografiile au o componentá 
sonorá si o puternicá íncárcáturá senzorialá: privind detaliile unui cordon ombilical, 
ale unei pense, e imposibil sá nu simti mirosul sángelui ori al mánusilor de cauciuc 
din máinile chirurgului, sá nu auzi clinchetul de bisturiu ín távitá, sá nu simti ráceala 
atingerii metalice a scaunului cu rotile. 

Senzorialul Anei Alexandra Blidaru se transformé ín cristale reci de gheatá ín cazul 
lui Cristi Coclitu. Proiectul sáu, Simetric, proiect de arhitecturá ambiguá, consté 
dintr-o serie de fotografii ale unor constructii ínalte, ín care verticalul se 
interschimbá cu orizontalul, ínáltimea devenind adáncime. Aceastá colectie de 
imagini, din care oamenii, carnea, sángele, semnele vietii lipsesc cu desávársire, íti 
taie respiratia ca un pumn ín stomac sau ca o plimbare íntr-un lift de sticlá exterior 
la etajul 20. Spectatorul este prizonierul unui spatiu incert, suspendat la granita 
dintre memorie si imaginatie, dintre real si artificial, dintre banal si fantastic. 
Cochetánd cu designul grafic si de produs, cu lumea brand-urilor, a logo-urilor, a 
sloganelor, interesat atát de fotografié cát si de domeniul multimedia, de 
prelucrarea imaginilor digitale, de graficá 3D si colaje, de tot ceea ce tiñe de spatiul 
virtual, Cristi Coclitu ísi verniseazá prima expozitie personalá, Aburi, pe net 
(www.alcor.arts.ro) ín 2005. 

Personala Orizonturí, de la HVB Bank (octombrie 2006), reia tema din Simetric; 
atmosfera rarefiatá, aerul pur, sticlos, felul ín care artistul se joacá cu púnetele de 
fugá transformándu-leín posibile puñete de evadare, sugereazá o posibilá lume de 
máine, un spatiu transparent ín care poti respira, visa ori te poti regási. Sá fie vorba 
despre o evadare din ghearele civilizatiei consumiste, din aglomeraba urbaná 
sufocatá de betoane? Sá fie vorba de o alternativá pentru fláneur- ul recent, asfixiat 
de trafic, de noxe? La urma urmei, ce evadare poate fi mai potrivitá (pentru 
fláneur- ul de tip nou, pomenit de Groys), decát imersia ín spatiul virtual, ín spatiu 
ideal al imaginatiei, singurul spatiu ín care copia se re-localizeazá si reproducerea 
revine original. 

Investígate lui Cristi Coclitu asupra felului ín care trebuie privitá lumea, aparent 
bazatá pe un simplu proces de rásturnare a planurilor vertical / orizontal, detine si 
o componentá ludicá, de un ludic rece, cerebral. Acest joc din care omul lipseste, 


of photographs of high buildings in which the 
vertical and the horizontal change places, 
height becoming depth and vice versa. This 
collection of images, completely devoid of 
people, flesh, blood or any other signs of life, 
takes your breath away like a punch in the 
stomach or a ride in an external glass elevator 
up to the 20th floor. The viewer is the prisoner 
of an uncertain space, suspended at the 
boundary between memory and imagination, 
between the real and the artificial, between 
the trivial and the fantastic. 

Flirting with graphic and product design, with 
the world of brands, logos and slogans, 
interested both in photography and in 
multimedia, in the Processing of digital 
images, 3D graphics and collages, in 
everything related to virtual space, Cristi 
Coclitu launched his first personal exhibition, 
Aburi (Steam), on the net in 2005 
(www.alcor.arts.ro). 

The personal exhibition Orizonturí (Horizons) 
at HVB Bank (October 2006) tackles again 
the same theme as Simetric: the rarefied 
atmosphere, the deán, glassily air, the way in 
which the artist plays with perspective 
running points turning them into possible 
escape points, suggest a possible future 
world, a rarefied space where you can 
breathe, dream or find yourself. Could this be 
an escape from the claws of consumerist 
civilization, from the urban agglomeration 
suffocated by concrete? Could it be an 
alternative to the recent fláneur, choking in 
the traffic, from the fumes? All in all, what 
other escape could be more appropriate for 
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the new fláneur, as mentioned by Groys, 
than the ¡mmersion ¡nto the virtual space, the 
ideal space of imagination, the only space 
where the copy is re-located and the 
reproduction becomes the original. 

Cristi Coclitu's investigation of the way ¡n 
which the world should be regarded, 
apparently based on a simple process of 
turning around the vertical and horizontal 
plans, also contains a ludicrous component, 
a coid, cerebral ludicrousness. This game, 
from which man is absent, alongside the 
symmetry-mirror relationship and the perfect 
Steel and glass architectural forms, remind 
us of the ice crystal castle in Andersen's 
fairytale and the question it poses of the 
sensitivity-intelligence relationship. Cristi 
Coclitu, with his meditation on manipulation 
and virtual space as a replica of reality, 
intends to identify the point where Art can be 
placed on the map of artificial intelligence 
and a way of cohabitation of the real and the 
virtual. 

Bogdan Bordeianu, an MA student at the 
Photo Video department of UNAB, has 
produced Perifaerie, a documentation of 
Bucharest's outskirts, an artistic approach 
very cióse to deadpan aesthetics. The 
project consists of a series of object 
panoramas: large format photographs made 
such that that the image flows out of the 
trame. 

Having been involved in the Virtual Museum 
of the UNAB project and having made 
several art catalogues, as a house 
photographer and a paparazzi at Galería 


aláturi de relatia simetrie-oglindá si de arhitecturile perfecte de otel si sticla, evocá 
imaginea castelului din cristale de gheatá, din povestea lui Andersen si íntrebarea 
pusá acolo asupra relatiei sensibilitate-inteligentá. Si ce altceva intentioneazá Cristi 
Coclitu, cu meditatia sa asupra manipulárii si a spatiului virtual ca replica a realului, 
decát sá identifice punctul Tn care se poate plasa Arta pe harta inteligentei artificíale 
si un mod de coabitare a realului cu virtualul? 

Bogdan Bordeianu, masterand al sectiei Foto Video, UNAB, propune Perifeeric, o 
documentare a periferiei Bucurestiului, apropiatá ca demers de estética deadpan. 
Proiectul consta íntr-o serie de panorame obiect: fotografii scoase pe format mare 
si caserate astfel ca imaginea sá curgá dincolo de margini. 

Implicat Tn proiectul Muzeul Virtual al Universitátii Nationale de Arte, Tn realizarea a 
numeroase cataloage cu reproduceri de artá, fotograf de casá si paparazzi la 
Galería Posibilá, Bogdan este la rándul sáu un exponent al noului nou val. 

Numele proiectului Perifeeric provine din Tncrucisarea a doi termeni: Periferie (cf. 
DEX “tinut, regiune, cartier, zona, punct, sitúate la margine Tn raport cu centrul sau 
cu un punct de referintá. Loe. adj. De periferie = a) provincial; b) de calitate sau 
¡mportantá redusá; c) care apartine sau este specific mahalalei.)” si Feerie (cf. DEX 


Cristi Coclitu - Simetríc / Symmetric, 2006 
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“1. Priveliste nespus de frumoasá, Tncántátoare, ca Tn basme. 2. Reprezentatie 
teatralá, de circ, cu personaje si temática mítica, cu montare si costumatie pline 
de culoare si de strálucire si cu numeroase trucaje si efecte scenice.”), Tncrucisare 
al cárei paradox se muleazá stereoscopic procesului de haoticá dezvoltare a 
Bucurestiului, care la rándul sáu dá nastere unor monstruozitáti spectaculoase. 
Dipticurile si tripticurile lui Bogdan Bordeianu, menite sa formeze propozitii ce 
descriu spatiul periurban al capitalei, acel spatiu ín care niciodata nu se Tntamplá 
nimic, abordeazá Tn mod coerent o imagisticá rece, obiectivá. 

Sub aparenta de coolness a aceastei crude generatii se gáseste totusi aceeasi 
Emotie. Sperantá. Frica de nou, frica de necunoscut din proiectul Anei Alexandra 
Blidaru, de data asta la scara procesului nasterii lor ca artisti Tntr-un spatiu ostil, 
Tntr-o lume a tuturor posibilitátilor, saturatá de imagini si de zgomot informational, 
Tn care libertatea alegerii, certitudinea retelei, multitudinea tehnicilor disponibile se 
dovedesc a ti cea ma¡ tricky provocare. 


Notes: 

1 Uniunea Arti$tllor Plastici din Románia, fondatá ín 1950 

2 vedetá de televizíune la postul public de televiziune 


Cristi Coditu - Simetric / Symmetric, 2006 



Posibila, Bogdan is himself a representative 
of the new new wave. 

The title of the Perifaerie project comes from 
the mixing of two terms: Perifaerie (meaning 
“periphery”, i.e. land, región, neighbour- 
hood, area or point located at the margin 
rather than at the centre) and Faerie 
(meaning an extremely beautiful, wonderful, 
fairy-tale view or a theatre or circus show 
with mythical characters and ¡deas and lively 
costumes and many special stage effects), a 
paradoxical mixture which perfectly fits the 
chaotic development process ¡n Bucharest, 
which, in its turn, gives birth to a spectacular 
monstruosity. 

Bogdan Bordeianu's diptychs and triptychs, 
meant to create sentences describing the 
peri-urban spaces of the capital where 
nothing ever happens, coherently create a 
coid, objective imagery. 

Behind the apparent coolness of this crude 
generation there still lies the same Emotion, 
Hope, Fear of the New, Fearofthe Unknown 
of Ana Alexandra Blidaru ’s project, but this 
time on the scale of the process of their 
becoming as artists in a hostile space, in a 
land of all possibilities, saturated with ¡mages 
and informational noise, where the freedom 
of choice, the certainty of the network, the 
multitude of available techniques prove to be 
the trickiest challenge. 


Notes: 

1 Oldest Trade Assooiation of artists ín Romanía, fouded 
in 1950 

2 Popular TV host - Romanian Public Televisión Channel 
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Irina Botea 

Mihnea Mircan 


The title of Irina Botea's recent project, 
Auditions for A fíevolution, candidly intro¬ 
duces the notion of theatricality in reference 
to the Romanian Revolution of 1989, ¡n 
contrast to the political radicality of revoluti- 
ons in general, but also to the pious remem- 
brance and exalted discourse triggered, each 
December, by the Romanian case. 
Revolutions can be staged, their vindictive 
spontaneity constructed. Irina's colleagues, 
students at the Art Institute of Chicago, 
audition for parts in a reenactment based on 
one of the most fascinating Scripts of the late 
20 th century: the confused and confusedly 
victorious uprising in Bucharest in December 
1989, broadcast live on televisión. For the 
most part of the video, the students 1 
attempts to speak Romanian on an elated 
tone, reproducing the embarrassing, enthu- 
siastic rhetoric of the Revolution, and to 
adopt a revolutlonary posture are presented, 
in split screen, alongside the actual events, as 
they were broadcast on and historicized via 
TV. The co-presence of scenes from here 
and then with scenes from there and now, in 
unsettling simultanelty, creates something of 
a hyper-abundance of information, a dlsquie- 
ting overload of similar yet fundamentally 
contradictory bits and pieces, an accumula- 
tion of dlsjolnted fragments that cannot 
cohere, competing for truth ¡n a manner that 
physlcally, not phllosophlcally, displaces the 


Titlul celui mai recent proiect al Irinei Botea, Auditii pentru o revolutie, sugereazá 
cá revolutiile pot f¡ Tnscenate, cá spontaneitatea lor vindicativa poate fi construitá. 
Revolutia-ca-teatru contesta radicalismul politic al revolutlilor Tn general, dar si 
ploasa aducere-amlnte si discursul surescltat produs, ín flecare decembrie, de 
cazul románese. Colegii Irinei, studentl la Art Institute of Chicago, dau auditii 
pentru roluri Tntr-o reconstituiré a unuia dintre cele mai fascinante scenarii ale 
sfársitului de secol XX: revolta confuzá si confuz victorioasá de la Bucuresti din 
decembrie 1989, transmisá Tn direct de televiziune. Fllmul prezintá íncercárile 
studentllor de a vorbi románeste pe un ton exaltat, reproducánd retorica 
entuziastá, acum stánjenitoare, a momentului, si de a adopta o postura revolu- 
tionará, Tmpártind ecranul cu evenimentele reale, asa cum au fost acestea 
difuzate si istoricizate de televiziune. Co-prezenta, Tn split screen, a scenelor de 
aici si atunci cu scenele de acolo si acum, duce la o simultaneitate neconfortabilá, 
la o hiper-abundentá de informatii, o supraTncárcare de fragmente asemánátoare, 


Auditii pentru o revolutie / Auditions for a Revolution, video stills, 2006 
pagina aláturatá / opposite page: 

Audifii pentru o revolutie / Auditions for a Revolution, video stills, 2006 
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gaze. You don't know where to look, which 
form of verisimilitude to choose, what copy to 
test against which original, which account to 
verify by what set of historical data. 

The departure point for the project was the 
complaint of Irina's colleagues and 
professors in America - their dissatisfaction 
with current American politics was systema- 
tically followed by acknowledgements of 


ínsá ín mod fundamental contradictorii. O aglomerare de fragmente disparate Tsi 
disputá adevarul si dislocá privireaTn mod fizic, nu filosofic: nu stii unde sá te uiti, 
ce forma de verosimil sá alegi, ce copie sá verifici fatá de ce original, ce desriere 
sá verifici prin ce set de date istorice. 

Punctul de plecare a fost o márturisire fácutá Irinei de colegii si profesorii ei din 
America - constatarea cá nemultumirea lor fatá de política americaná e sistematic 
urmatá de descurajare, cá le lipseste o tehnologie a protestului, scenariul unei 
revolutii. Interlocutor mai Tn várstá ai Irinei admiteau Tn plus faptul cá modelul 
comunist care le motivase politic tineretea a fost ¡nfirmat de istoria recenté si cá 


Devi and Shiva, 2003 
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fórmele actúale de protest, alternativele politice contemporane prezlntá rlscul de a 
crea doar ¡luzla pluralltátü Tn ¡nteriorul slstemulul. Irlna a ¡nterpretat aceastá nevóle 
de a redefinl radlcallsmul politlc ca pe o revolutle cárela íi llpseste un context si un 
llmbaj. Asa cum actorü revolutlel Tn dlrect din 1989 erau practlc ¡ncapablli sá se 
Tnteleagá, revolutlonarü asplrantl al Irlnel vorbesc Tntr-un cod stráln. E ca si cum 
Irlna ar adáuga alte secvente, ¡mpreclse si fragméntate, ¡mensel báncl de ¡maglnl 
a revolutlel. Revolutla este íntr-adevár o arhlvá vasta de making-of-uri, de eplsoade 
si táleturl, scene cázute la montaj si planurl-secventá asteptánd Tncá un director's 
cut, sensul si coezlunea care le-ar face sá compuná un film. 


defeat: we do not have a valld model 
accordlng to whlch, they sald, we don't have 
a technology of protest, the blueprlnt or scrlpt 
of a revolution. For Irlna's eider interlocutors, 
thls conclusión carne ¡n tándem wlth thelr 
assent that the communlst model that 
¡nformed and motlvated politlcally thelr youth 
had been harshly dlsproved by recent hlstory, 
and that current forms of protest run the rlsk 


Casa Poporului Saturday Aftemoon, 2003 
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of merely creating an ¡Ilusión of plurallty ¡n the 
system. Irina ¡nterpreted thls need to redefine 
polltlcal radicality as a revolutlon in need of a 
context and a language. As the actors of the 
live 1989 Revolutlon were vlrtually incapable 
of understandlng each other, Irlna's asplrlng 
actors speak ¡n an alien code. As ¡f Irina were 
addlng more footage, tentatlve and fragmen- 
ted, to the already immense visual data bank 
of the Revolutlon, a large archive of maklng- 
ofs, a profusión of eplsodes, cuts, edlted bits 
and ptans sequence stlll awaltlng a master 
edltlng, a dlrector's cut, the sense and 
cohesión that would make ¡t amount to a film. 
The spllt-screen, normally used to under- 
score slmultanelty, creates here dlstlnct 
temporalitles, ¡n which dlfferent casts 
compete for the revolutlonary kairos. Yet ¡n 
thls dlsarray of asplrations and times, that 
finally dispenses wlth the “actual” events and 
abandons them, mutually Incomprehensible, 
to thelr own time capsules, the film does 
somethlng fundamental: ¡t polnts to the 
possibllity of a common hlstory. The revo¬ 
lutlon cannot be reenacted, yet from the 
clash of original scenes and empatille 
reenaetment, contamlnatlng or perhaps 
redeeming each other, emerges the pos- 
slblllty of somethlng more comprehensive, a 
form of solldarlty that eschews the 
constralnts of theater or Uve broadeasts. 
Auditions for a fíevolution ¡s to a certaln extent 
the ambltious conclusión of a project Irina 
started a few years ago, based on a related 
form of strateglc remembrance and engaglng 
two slgnlficant places for Romanian recent 
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history - the House of the People and the 
presidential residence at Arcus. The House of 
the People musí rank high ¡n some top 20 of 
dlfficult bulldlngs to look at, come to hlstorlcal 
terms wlth and dlgest culturally. It ¡s a flaccid 
expresslon of communlst absolute power, an 
empty ¡nterdlctlon dlrected towards the clty, 
¡solated from the lite outslde and folded upon 
¡tself ¡n a megalomanlac entanglement of 
decoratlon, abuse and meanlngless 
glorlficatlon. It certalnly belongs to a universal 
architectural freak show as one of the twisted 
wonders of late modernlsm. The House treats 
the theme of polltlcal power in a style whlch ¡s 
equally indebted to Baroque, Classlclsm and 
commedia dell'arte, looklng llke the 
background for some glgantlc farce wlth 
scantlly defined characters. The theatrlcal 
quallty of the bulldlng was for Irlna a way of 
approachlng ¡t, and renegotlatlng her posltlon 
¡n relatlon to what the House represents, ¡n all 
senses of the word. While in an artlst-ln- 
resldence program at Boswll, she went on to 
produce a travel-slze model of the ¡mposlng 
constructlon, deploylng ¡t ¡n varlous pastoral 
settlngs ¡n Swltzerland and recountlng ¡ts 
wondrous adventures as ¡t travels through the 
country, ¡nteracts wlth Swlss cows, befrlends 
Snow Whlte and celebrates ¡ts annlversary ¡n 
the company of local garden dwarves, 
recelvlng a cake with ¡ts own image. In a 
dlfferent series, a palntlng of the House was 
used as background for famllles she had met 
¡n Swltzerland, whose relaxed attltudes hlde 
or temporarlly overpower ¡ts gloomy pre- 
sence, manlpulatlng the symbol. 


Ecranul ímpártlt, foloslt Tn mod oblsnult pentru a subllnla slmultaneltatea, aduce 
alcl ímpreuná temporalltátl dlstlncte, ín care dlstrlbutil dlstlncte concureazá pentru 
kairos -ul revolutlonar. ínsá prln aceastá aglomerare de asplratü si tlmpurl, care ín 
cele din urmá se dlspenseazá de evenlmentele “reale” si le abandoneazá, de 
neTnteles si prlzonlere ín proprüle lor capsule temporale, fllmul face ceva 
fundamental: vorbeste despre poslbllltatea unel istorll comune. Revolutla nu 
poate f¡ reprodusá - cu tóate acestea din clocnlrea scenelor origínale si a joculul 
empatie, contamlnándu-se sau poate salvándu-se reclproc, apare poslbllltatea a 
ceva mal cuprlnzátor, o forma de solldarltate care eludeazá constrángerlle 
teatrulul sau ale transmlslunllor ín dlrect. 

Auditii pentru o revolutie este íntr-o másurá íncheierea ambigua a unul prolect pe 
care Irlna l-a ínceput acum cativa anl, ¡ncluzánd douá locurl cu semnlflcatle ín 
istoria recentá a Románlel - Casa Poporulul si resedlnta prezldentlalá de la Arcus. 
Casa Poporulul se aflá cu slgurantá prlntre prlmele ín topul cládlrllor greu de prlvlt: 
o ¡nterdlctle goalá índreptatá spre oras, ¡zolatá de vlata orasulul íntr-o cacofonle 
megalomaná de decoratlunl, abuz si glorificare fárá sens. Casa trateazá tema 
puterü politice íntr-un stll egal índatorat baroculul, claslclsmulul si commedlel 
dell'arte, apáránd ca o scenografle pentru o farsá glgantlcá. ín tlmpul unel 
rezldente artlstlce la Boswll, Irlna a studlat aceastá calltate teatralá a cládlrü. Mai 
íntai a produs un model de volaj al constructlel, pe care l-a asezat ín pelsaje 
pastorale, si cíteva filme ín care aslstám la aventurlle luí ulmltoare: se íntálneste cu 
vacile curloase din partea loculul, se ímprleteneste cu Albá ca Západa si ísl 
sárbátoreste anlversarea ímpreuná cu pltlcll de grádlná, pe muzlcá populará 
románeascá, prlmlnd un tort cu proprla sa Imagine ín glazurá. Apol, íntr-o altá 
serle de lucrári, o plcturá a Casel a fost folosltá ca fundal pentru fotografü cu famllli 
pe care Irlna le íntálnlse ín Elvetla, ale cáror atitudinl degajate, de vacantá, si 
abolutá ¡ndlferentá la istoria si trauma Casel Poporulul oculteazá temporar 
slmbolul nostru sumbru, cel mal vlzltat oblectlv turlstlc din Romanía. 



Up and Down, 2005 



Mircea Cantor 

Mihnea Mircan 

Beside the regiment of art-historical referen- 
ces ¡t conjures, the title of one of Mircea 
Cantor's photographs - / took this photograph 
because it is highly suggestive in certain 
circles - sounds like an apology. The discar- 
ded, piled urinals, ¡nverted or not, amassed in 
a melancholic urban landscape, do indeed 
bring into play a consistent chunk of art 
history, implying something of a serialized 
objet trouvé, or a kind of post-industrial 
Surrealism. The found materialization of desire 
is a serial ready-made, rewriting the intricate 
relationship between use, waste and art. 
Read in conjunction with the ready-made, the 
image suggests that Robert Morris has 
stumbled upon Duchamp's tool kit, or that 
either an advanced form of performance art or 
a terrible accident has happened in the 
backyard of J.L. Mott Iron Works. In addition 
to all the implications that stem from the 
image, the title suggests that a justification is 
necessary for taking photographs. And, by 
extrapolaron, that there is something wrong 
with the progressively generalized automatism 
of button-pushing and image-making. 

Mircea Cantor defines his relationship to 
pictures in contrast to the monstrous abun- 
dance of images around us, by creating 
moments of rupture, of reflexive interruption in 
the continuous buzz of buttons being pressed 
to capture things and sights. He advocates a 
certain ecology of images, while contempo- 


Titlul unei fotografii a lui Mircea Cantor - Am fácut aceastá fotografíe pentru cá 
este toarte sugestivá In únele cercuri - suná ca o dezvinovátire. Pisoarele 
aruncate la grámadá, rásturnate sau nu, aduc ín discutie o parte ¡mportantá din 
istoria recentá a artei si sugereazá un objet trouvé serializat, sau un fel de 
suprarealism postindustrial. Dacá citim imaginea ín relatie cu ready-made- ul, 
ne-am putea gandí cá Robert Morris a dat peste trusa de scule a lui Duchamp, 
sau cá fie o formá avansatá de perfomance, fie un accident groaznic, s-au 
petrecut ín curtea din spatele J. L. Mott Iron Works. Dincolo de tóate aceste 
implicatii si posibilitáti, legitime sau nu, de interpretare, titlul pare sá spuná cá este 
nevoie de o justificare pentru a face fotografii. Si, prin extrapolare, cá ceva este ín 
neregulá cu automatismul tot mai ráspándit al apásárii butonului pentru a 
ínregistra imagini. 

Mircea Cantor ísi defineste relatia cu fotografía ín opozitie cu abundenta 
monstruoasá de imagini din jurul nostru, ca pe cáutarea unor momente de 
rupturá, de íntrerupere reflexivá ín rumoarea continuá a butoanelor apásate 
pentru a imortaliza obiecte si peisaje. Este partizanul unei ecologii a imaginilor, 
preocupare mai curánd inactualá íntr-o lume complet absorbitá de producerea 
propriei sale replici ín megapixeli, un dublu frágil si impotent care oferá noilor 
posesori de tehnologie fotograficá sentimentul reconfortant cá lumea este 
controlabilá, la índemáná. S-a scris mult, pe drumul trasat de Susan Sontag, 
despre efectul incalculabil pe care omniprezenta si facilitatea imaginilor íl au 
asupra sensibilitátii noastre etice, prin faptul cá genereazá o lume-duplicat de 
imagini care se devalorizeazá sau chiar invalideazá reciproc, afectatá de un fel 
neurastenie eticá. Un ecran opac de imagini ne permite, teoretic, sá ne recalibrám 
raportul cu un original tot mai distant si sá recalculám ín consecintá posibilitátile 
morale. 

Cantor propune o practicá responsabilá, concentratá, care ia imaginile toarte ín 
serios, ín combinatia lor de vulnerabilitate absolutá si fortá formidabilá. Pentru a 
prelungi paralela ecologicá, el opteazá pentru sustenabilitate, pentru toarte putine 
imagini ín loe de multe, pentru documente ale actiunii ín loe de arhive fotografice 
unde aceeasi premisá neputincioasá reverbereazá ín gol. (Gánditi-vá doar la 
fotografiile cu imigranti, refugiati, solicitanti de azil pe care le vedem ín sálile de 
expozitii din lume - cifra lor se apropie de sublimul matematic.) El practicá un tip 
de fotografié cu fundament performativ, care exploreazá posibilitátile de a ocupa 
simultan spatiul din fata si spatele obiectivului. Aparatul de fotografiat politizeazá 
viata cotidianá, ínregistreazá miscárile si strategiile prin care limítele se reaseazá 



Miroea Cantor 
All the directions, 2000 
137x180 cm 

colleotion Yvon Lambert, Avignon 
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rary society seems completely absorbed ¡n 
producing ¡ts own megapixel replica, a frail 
and impotent double that furnishes the new 
owners of easy-to-do-and-share photo- 
graphic technologles wlth the reassuring 
feellng of the world belng controllable, wlthln 
reach. The omnipresence of ¡mages has, as ¡t 
has been noted by crltlcs who infrequently 
concur, an Incalculable effect on our ethlcal 
senslbillty. It engenders a duplícate world of 
¡mages devaluatlng or even ¡nvalldatlng each 
other, a world populated by ethlcal 
neurasthenlcs. An opaque screen of ¡mages 
allows us, ¡n theory, to recalibrate our relatlon 
to a progresslvely dlstant original and 
recalculate moral posslbllltles accordlngly. 
Cantor proposes a concentrated, responsible 
practlce of ¡mage-making, one that takes 
¡mages very serlously, ¡n thelr comblnatlon of 
absolute vulnerabllity and formidable strength. 
To prolong the ecologlcal parallel, he opts for 
sustalnabillty, for drastically few ¡mages 
¡nstead of many, for documents of actlon 
¡nstead of photographlc archives where the 
same helpless premise reverberates emptily. 
(Just thlnk about the photographs of ¡mml- 
grants, refugees, asylum-seekers one sees ¡n 
exhlbltlon halls around the world - thelr num- 
ber borders on the mathematlcal sublime.) He 
practlces a mode of photography wlth an 
¡ntenslve, performatlve foundatlon, a way of 
dolng somethlng to the world that explores 
the posslbllltles of occupylng both sldes of the 
camera. The camera records the polltl- 
clzatlon of dally Ufe, gestures of trespasslng, 
the actual moves and strategles by which 


Tn jurul actlunü zllnlce, Tn loe sá vorbeascá despre 'limite Tn schlmbare’. Face 
fotografü care admlt cá llmbajul fotografíe a dezvoltat o excrescentá canceroasá, 
care pun Tn dlscutle credlbllltatea emotlonalá si filosófica a ¡maglnllor, si finalmente 
probeazá o Tntelegere activa, chlar energicá, a lui ga a été. 

Garlig dressed as onion, 2006 
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Compozifie / Composition, 2006 
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boundaries shift, instead of speaking of 
'shifting boundaries'. Photographs that admit 
that photographic language has developed a 
cancerous outgrowth, that reflect on the 
emotional and philosophical credibility of 
images, they all evince a non-static, energetic 
even, understanding of ga a été. 

The photographs work as sites where the 
layering of meanings is studied and tested, as 
both images and series of strategies for 
producing the resonance of images, opera- 
tions that are left visible as open invitations or 
clues to be pursued by the viewer - invitations 
to continué the work ¡maginarily or to react, to 
take poetical or political action. Francis Alys 
recently rephrased the relationship between 
the two stances - asking himself “how can art 
remain politically significant without assuming 
a doctrinal standpoint or aspiring to become 
social activism”, he opts for this tactical 
ambiguity: “sometimes doing something 
poetic can become political, sometimes doing 
something political can become poetic”. This 
oscillation between the poetic and the political 
can be traced ¡n two of Cantor's recent 
projects. Composition works as an under- 
stated conclusión to his film Double Heads 
Matches, in which the “prepared” ready- 
made ¡s instrumentalized in the creation of a 
symbol (logo for a political organizaron?, 
coded sign of a guerilla or sect?, geometrlc 
composition?, the symbol that we know, with 
all its history?). The process that unites the 
non-descript match of every day use, the 
double-headed one, with all ¡ts dim conno- 
tations of danger, the questions of labor and 


Fotografiile functioneazá ca locuri unde stratificarea sensurilor este studiatá si 
testatá: sunt atát imagini cát si serii de operatiuni pentru producerea rezonantei 
imaginilor, lásate vizibile ca invitatii deschise sau indicii de urmat de catre privitor, 
invitatii de a continua lucrarea ín imaginatie sau de a reactlona, de a trece la 
actiune poeticé sau politicé. Francis Alys a reformulat Tntr-un interviú recent relatia 
dintre cele douá atitudinl - Tntrebandu-se “cum poate arta sé mai aibá sens politic 
fárá a-si asuma un punct de vedere politic sau a aspira sé deviná activism social”, 
el opteazé pentru aceastá ambigultate tacticá: “uneori ceva poetic poate deveni 
politic, uneori ceva politic poate deveni poetic”. Aceastá oscllatle Tntre poetic si 
politic poate fi identificatá Tn douá dintre proiectele lui Cantor. ín Compozitie, 
concluzie la videoul Chibrituri cu douá cápete, ready-made- ul “preparat” este 
folosit pentru a crea un simbol ambiguu (logo pentru o organizare politicé?, 
semnul codat al unei gherile sau secte?, compozitie geometricá?, simbolul pe 
care íl cunoastem, cu toatá istoria sa?). Trecerea de la chibritul obisnuit la cel cu 
douá cápete, cu tóate conotatiile sale surde de pericol, si apoi la semnul 
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ambivalent politic al ’generatlel arse’ din fotografíe este o clrculatle acceleratá a 
semnelor, punánd Tn legáturá contexte diferite prlntr-o mlscare transversalá care 
rescrie poetlc terltorlul politicului. 

Fllmul Deeparture se preteazá unel lecturl fotografice. íntr-o serie de cadre 
aproape flxe, un lup si o cáprloará Tncearcá sá se adapteze unul la prezenta 
celullalt Tn spatlul Tnchls al unei galerü - Tsl dau ocol, Tsl negoclazá pozltüle 
Tncercánd sá atlngá un fel de echlllbru sau un fel de armlstltlu. Prlm-planurlle, 
economía cadrelor Tn care e vlzlbllá Tncordarea ambllor protagonlstl si senzatla de 
natura statlcá Tn tlmp real transformá fllmul Tntr-un climax extlns, un deznodámánt 
contlnuu Tntr-o poveste cu o calltate alegórica toarte puternlcá: doar Tntr-o 
alegorle arTmpártl lupul acelasl spatlu vital cu cáprloara. Sugestla si temporlzarea 
agreslunll ar putea ogllndi o relatle vlctlmá-agresor Tn lumea realá, ar ¡lustra o 
poveste moralá, o forma de ¡nechltate soclalá. Dar, Tn loe de vociferare etlcá avem 
alcl o tácere apásátoare, opusul formulárü emfatlce care ar f¡ declansat ráspunsul 
moral. Violenta nu se dlzolvá: este ca si cum Tntrebarea cea mal Tnfrlcosátoare ar 


Mouth sculpture, 2005 



use volced by the factory-produced múltiple, 
and the ambivalently polltlcal slgn of the ’bumt 
generatlon’ ¡n the photograph is an accele- 
rated drculatlon of signs, collapslng dlstlnct 
contexts ¡n a transversal move that rewrites 
poetlcally the terrltory of the polltlcal. 
Deeparture ¡s a video that lends itself to a 
photographlc readlng. A sequence of almost 
still trames show a wolf and a deer as they try 
to get adjusted to each other's presence ¡n 
the closed space of a gallery - they circle each 
other, negotlate thelr posltlons trylng to reach 
some sort of equlllbrlum or standstlll. A 
sequence of motlonless close-ups maps thls 
still lite ¡n real time. The video reads llke one 
extended climax, llke one contlnuous denoue- 
ment in a story wlth a very strong allegorlcal 
quallty, ¡nduced by the co-presence of the 
anlmals and by the pace of the (projected) 
narratlve. Only ¡n an allegory would the wolf be 
sharlng the same vital space wlth the deer, 
whlle the suggestlon and postponement of 
aggresslon would mlrror a vlctlm-vlctlmlzer 
relatlonshlp elsewhere in the world and serve 
as an ¡llustration for a moral story. But, ¡nstead 
of ethlcal voclferousness ¡llustratlng a 
dlsparity, what we have here ¡s oppressive 
quletude, the opposite of emphatic wordlng 
that would have bullt the moral answer. 
Looklng for a dellcate balance whlle survlval 
no longer seems an emergeney, the less fit 
can share the llvlng space wlth the flttest. But 
vlolence has not dissolved: ¡t ¡s as ¡f the most 
terrible questlon were formulated wlth the 
utmost dellcacy. Stlllness camouflages 
aggresslon: the work derives its uncanny 
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strength precisely from this contrast between 
the delicacy of the performance and the 
agitated interrogation ¡t engenders. 


fi formulatá cu cea ma¡ mare delicatete. Cel slab Ts¡ imparte spatiul cu cel puternic, 
dar ce vedem aici este un fals echilibru - evaluarea fortei adversarului, echivalenta 
temporará a agresiunilor posibile, un moment de suspensie Tn istoria violentei. 


Stonehenge 1, 2002 
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Miroea Cantor 
Untitled (unpredicteble future) 
2004 
light box 
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Stefan Cosma 

Raluca lonescu 

An artist belonging to “Generation 2000”, 
Stefan Cosma has constructed a unitary 
system of communication with the aid of a 
wide range of means (photography, video, 
editorials in newspapers and on TV, fanzines 
and performance). 

His public appearances are nonchalant and 
cosmopolitan whereas the constant dimen¬ 
sión of his photos is a ludio one, irrespective 
of the approached subject: from fashion 
photography - also used as an ¡nstrument for 
capturing the spirit of the times - to nude 
photos, portraits or urban landscapes. 

The photographic series including “mermaids, 
anchors and other indigenous tattoos” ( Love 
You Lenuta - Forever, GAD Photo gallery, 
2000) interpolates the tattoo, a post-modem 
sign of adhesión to a tribal subculture and a 
dose of tender and Balkan specificity. 

The tattoos are revealed to us from a two fold 
perspective: a general, serial one, significatlon 
of a popular masculine typology, and an 
individual one, of every signifier. The skin 
texture of every bearer carries simplified 
quasi-archetypal represen-tations or lets itself 
be marked for eternity with “her” ñame - Flory, 
Ramona, María, Lenuta. Forever. 

In terms of studium and punctum, concepts 
well-known owing to Roland Barthes, the 
understanding of certain factors like tattoo 
subculture, the subjects belonging to a 
specific social class or the linguistic 


Artist din “Generatia 2000”, Stefan Cosma construiste, printr-o varietate de 
mijloace (fotografié, video, activitate editorialá ín presa scrisá, fanzine si TV, 
performance), un sistem unitar de comunicare. 

Aparitiile sale publice sunt nonsalante si cosmopolite iar dimensiunea constantá 
a fotografiilor sale este cea ludicá, oricare ar fi subiectul abordat: de la fotografía 
de moda - utilizatá si ca ¡nstrument de captare a spiritului vremii - la nud, portret 
sau peisaj urban. 

Seria de fotografii cu ’sirene, ancore si alte tatuaje autohtone’ ( Love You Lenuta 
- Forever, Fotogaleria GAD, 1999) interpoleazá tatuajul, semn postmodern al 
aderárii la o subculturá de tip tribal, si o dozá de specific tandru si balcanic. 
Tatuajele ni se dezváluie din douá perspective: una generalá, serialá, semnificare 
a unei tipologii masculine populare si una individuáis a fiecárui semnificant. 
Textura pielii fiecárui purtátor poartá reprezentári simplifícate quasi-arhetipale sau 
se lasa marcatá pentru eternitate cu numele “e¡” - Flory, Ramona, María, Lenuta. 
Forever. 

ín termenii de studium si punctum consacrati de Roland Barthes, íntelegerea unor 
factori ca subcultura tatuajului, apartenenta subiectilor la o anume clasá socialá 
sau amuzamentul de ordin lingvistic este contrapunctatá de detalii ’íntepátoare’ 
ca swoosh-u\ Nike si pata de sos de sub el, snurul albastru de care atárná un 
medalion ín formá de cruce sau cele douá puñete care Tmpodobesc litera y. 
Instantaneele si portretele din New York reunite ín expozitia Pantoful, cáinele, 
vitrina si chipul meu si al lor (Goethe Instituí, 2000) surprind, dincolo de o primá 
citire ín cheie Greenaway sugeratá de titlul expozitiei, prin captarea farmecului 
irepetabil al unui moment, cealaltá valentá a conceptului de punctum, constiinta 
lui “acest lucru a existat cándva”. Astfel, ín fotografía ce constituie afisul expozitiei, 
ceea ce captiveazá privitorul nu este doar contrastul voit dintre sárutul tandru al 
participantilor si schita eroticá intitulatá sugestiv Screw din spatele lor ci ochii lor 
ínchisi si senzatia pe-trecerii acelui moment. 

O altá imagine, Androgine Spring, are o ritmicitate de piesá muzicalá ín acordul 
subtil dintre imprimeul animalier á la Cruella de Vil purtat de personajul portretizat, 
medalionul de la gát si ochii negri si rotunzi, totul íntr-o atmosferá de grádiná 
japonezá populatá de o gheisá obositá cu osaturá masculiná si gratie feciorelnicá. 
Tourist Terror Target (2004), proiect prezentat la deschiderea MNAC, abordeazá 
subiectul delicat al Casei Poporului de o manierá dezinhibatá care nu dezváluie o 
cicatrice a trecutului ci mai degrabá dezvoltá o analizá a implicatiilor acestuia 
asupra prezentului. Transformánd palatul lui Ceausescu ín obiect de joacá sub 
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Autoportret / Selfportrait, HouseLab London 2004 
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entertainment are all counterpoised by “biting” 
details like the Nike swoosh and the sauce 
stain underneath it, the blue cord holding a 
cross-shaped medallion or the two points that 
adorn the letter y. 

The snapshots and portraits taken whilst in 
New York reunited in the exhibition The Shoe, 
the Dog, the Window, and my Face and theirs 
(Goethe Institute, 2000) render, beyond a first 


forma unui puzzle, proiectul aratá o acceptare ca dat a existentei acestuia si 
concretizeazá o tipologie a vizitatorului. Indiferent de unde provine acesta, 
atitudinea cea mai sigurá fatá de cládire este cea de tip turistic, de luare Tn 
posesie a unui bun cultural si de pástrare a unei distante totdatá. Prin posibilitatea 
de rearanjare a pieselor puzzle-ului pana la spargerea zigguratulul de pe dealul 
Uranus, Tourist Terror Target oferá o sansá de depásire a atitudinii distante de 
turist si de re-asumare a spatiului public uzurpat de monument. 
ín alt registru tehnic dar Tntr-o aceeasi cheie ludicá, Ftomanian Product Design 
Performance (2020 Home Gallery, 2003 si ± 15 ani, Galería Nouá, 2005) se 
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constituie Tntr-o parabolá consumeristá íncárcatá de parfum Dollar Girl, hibrid de 
Europa 1 (complexul) si Obor^. Ca trásáturá dominantá, actiunea se constituie Tntr- 
o luptá Tmpotriva efemeritátii atát prin reeditares sa dupa doi ani, aspect ce 
contrazice natura temporará a performance-ului, cát si prin Tnghetarea unui timp 
ín fusion-ul de produse care TI reprezintá, de la conservatoarele tigári Plugarul si 
apa de colonie Diplomat la tricoul cu eroul nipón Ultraman si gentuta Helio Kitty. 
Omagiu, proiect initiat de Stefan Cosma ca prima revisté dedicatá tuturor 
industriilor Creative, a pornit de la dorinta de a oferi tinerilor artisti, arhitecti, 
designen, muzicieni o rampá de lansare si de a ’omagia’ eforturile acestora. 


reading in Greenaway key suggested by the 
title of the exhibition, the irretrievable charm of 
a moment, the other significance ofpunctum, 
the awareness of “this thing did exist once”. 
Thus, in the photo which stands for the póster 
of the exhibition, the viewer is captivated not 
only by the delibérate contrast between the 
tender kiss of the participants and the erotic 
sketch suggestively entitled Screw behind 
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them, but also by their closed eyes and by the 
feeling of experiencing that moment. 

The rhythm of another ¡mage, Androgynous 
Spring, resembles the one of a piece of musió, 
accompanied by the subtle harmony between 
the animal print á la Cruella de Vil worn by the 
character deplcted, the medallion around her 
neck and her black, round eyes. Everythlng ¡s 
set ¡n the atmosphere of a Japanese garden 
¡nhablted by a tlred geisha wlth mascullne 
bone-structure and maldenly grace. 

Tourist Terror Target (2004), a project 
presented at the openlng of MNAC (The 
National Museum of Contemporary Art, 
Bucharest), approaches the dellcate subject 
of the People's House ¡n an unrestrained 
manner whlch enlarges an analysls of the 
¡mpact of the past upon the present rather 
than slmply reveallng a scar of the past. 
Turnlng Ceausescu's palace ¡nto a toy, - a 
puzzle - the project reveáis an acceptance 
understood llke a glven fact of its exlstence 
and materialises a typology of the visltor. 
Irrespectlve of hls / her orlgins, the safest 
attltude towards thls bulldlng is the tourist 
approach: taklng possesslon of a cultural 
asset and, at the same time, keeping one’s 
dlstance. Due to the posslblllty to rearrange 
the puzzle pleces until the zlggurat on the 
Uranus HUI ¡s broken, Tourist Terror Target 
offers a chance to overeóme the tourist-type 
dlstant attltude and to re-assume the public 
space selzed by the monument. 

In a dlfferent technlcal reglster but ¡n the same 
ludio key, Romanian Product Design 
Performance (2020 Home Gallery, 2003 and 


Ajunsa deja la cel de-al IV-lea numár, revista a reuslt sá devlná nu numal o 
platformá eterogená de contlnut off si Online, trendurl, arta si cultura urbana si 
oblect de colectle prin grafleá si calltatea tlparulul dar si vehlcul ¡nsplrat pentru 
fotografllle artlstulul. 
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Bibliografie: 

Barthes, Roland, Camera Luminoasá. hsemnári despre fotografié, (Idea Design & Print, Cluj 2005) 

Note: 

1 $i 2 - zone comerciale populare Tn Bucure?ti, cunoscute pentru marta ieftina si uneori tranzactionatá ilegal 


pagina aláturatá / opposite page: 

sus / top: Undercover Lover, 1999, jos / bottom:: Ready for the mission, Houselab London, 2004 
Autoportret / Selfportrait, HouseLab London, 2004 



± 15 years, Galena Nouá, 2005) represents a 
consumerist parable pervaded with perfume 
Dollar Girl, a hybrld of Europa 1 (the 
compound) and Obor 2 . As a prevailing feature, 
the plot ¡s grounded ¡n a fight agalnst 
transience ¡llustarted the re-enactment of the 
project after two years, whlch contradlcts the 
temporary nature of the performance, and the 
freezlng of a period of time ¡n the fusión of 
Products whlch define ¡t, from the 
conservatlve brand of clgarettes Plugatvl and 
eau de cologne Diplomat to the print T-shlrt 
showlng the Japanese hero Ultraman and the 
llttle bag Helio Kltty. 

Omagiu, a project ¡nltlated by Stefan Cosma 
as the first magazlne dedlcated to all Creative 
Industries, started wlth the desire to be a 
springboard for young artlsts, archltects, 
deslgners and muslclans and to “pay 
homage” to thelr endeavours. Wlth the 
publlcatlon of the 4th ¡ssue, the magazlne has 
managed not only to become a 
heterogeneous platform of both off and online 
content, trends, art and urban culture and a 
collectors object due to premlum graphics 
and hlgh-quallty prlntlng, but also an ¡nsplred 
vehlcle for the artlst's photos. 


References: 

Barthes, Roland, Camera Luminoasá. hsemnári despre 
fotografíe (Camera Lucida. Reflections on Photography), 
Cluj: Idea Design & Print, 2005. 

Notes: 

1 and 2 - Popular shopping areas in Buoharest, known 
for cheap, bootlegged merchandise 
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Alexandra Croitoru 

Mihnea Mircan 


Alexandra Croitoru's latest project, Another 
Black Site* recently exhlblted at Plan B 
Gallery ¡n Cluj, was a serles of landscapes that 
read llke a study ¡n politlcal amblgulty. She 
photographed seemlngly depopulated sites, 
Industrial or post-, avlatlon hangars, offices 
and empty corrldors, all reunlted by the 
susplcion that they mlght host another CIA 
secret locatlon, that recent speculatlons ¡n the 
International and local press mlght be true. 
Black sites are those places deslgned for the 
systematlc obfuscatlon of International law, 
where ’lntelllgence’ and ’counterlntelllgence’ 
are manufactured through humlliatlon, threats 
and blackmail, and where Glorglo Agamben's 
homo sacer ¡s produced. Black sites evade 
and cut across regular maps, to become 
¡nscrlbed in secret politlcal cartographles. In 
Alexandra's photographs they appear unmar- 
ked, deprlved of llghts, blllboards and all 
visible traces of actlvlty, therefore sllghtly too 
obvlous. Sites folded upon themselves, yet 
certalnly not non-sites, ¡slands of ¡Ilegitímate 
power, applying, llke embassles, the extrater- 
rltorlality principies of a dark klngdom. 

The project photographs a moment In 
Romanian hlstory when the Amerlcans have 
come, yet not under the guise of llberatlng 
archangels, ¡mplementlng a redemptlve 
Marshall Plan. But Alexandra does not 

•proieot realizat Tn colaborare cu §tefan j¡ ron 
a oollaboratlve work wlth Stefan Tirón 


Ultimul prolect al Alexandrel Croitoru, Another Black Site*, expus recent la galería 
Plan B din Cluj, este un studlu de ambigultate política. Alexandra a fotograflat 
locurl aparent depopulate, Industríale sau postlndustrlale, hangare de avioane, 
blrourl si coridoare goale, tóate reunlte de susplclunea cá ar putea adápostl un alt 
sedlu secret CIA, cá speculatllle recente din presa localá si ¡nternatlonalá ar putea 
f¡ adevárate. Black sites sunt locurlle care se sustrag slstematlc dreptulul 
International, unde ’lnformatüle’ si ’contralnformatüle’ sunt obtlnute prln umlllre, 
amenlntári si santaj, unde este produs pe scará largá homo sacer al luí Glorglo 
Agamben. ín fotografllle Alexandrel ele apar nemarcate, llpsite de lumlnl sau orice 
alte semne vlzlblle de actlvltate, de aceea poate prea evidente: locurl repllate, cu 
tóate acestea nu non-locurl, ¡nsule de putere nelegltlmá, apllcánd, asemenea 
ambasadelor, prlnclpüle de extra terltorialltate ale unul regat Tntunecat. 

Prolectul fotograflazá un moment din ¡storla Románlel ín care amerlcanü au venlt, 
dar nu Tn chip de arhanghell ellberatorl, gata sá ¡mplementeze un Plan Marshall 



din seria / from the series: Another Black Site, 2006, 25x37.5 om 
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¡zbávitor. Proiectul nu este un reportaj de investigare, si prin urmare nu obtlnem 
dovezi cá acele acte incalificabile chiar se petrec ín acele locurl, sub acoperlrea 
unel normalltátl prea pasnlce. Ceea ce stlm, si alcl proiectul artlstlc intálneste 
tapíele si ¡nformatüle soclale orí politice, este poslbllltatea absoluta ca aceste 
lucrurl sá se íntámple. Aceastá dlferentá pune tata ín fatá puñete de vedere opuse 
asupra a ce ar putea ti democratla, asupra modulul ín care ar trebul exercltatá si 
controlatá puterea, asupra modulul ín care poate ti gándltá si artlculatá sfera 
publlcá. Flecare black site este un loe al ¡ndetermlnárü, amanárü si dezorlentárll, 
un loe ieslt de sub tutela normelor, íncá un punct ¡nvlzlbll íntr-o retea care creste; 
misterul ¡maglnllor, al locurllor placlde si cumva stlnghere, este rezolvat ín statlstlcl 
despre Romanía contemporaná. 

Stereotlpurlle lócale orí globallzate si observatüle prlvlnd párghüle de putere care le 
genereazá si sustln consteleazá ín serla de autoportete ROM_. Pe plajele din 
Maldive sau ín tata punctelor de atractle turística din Europa, artista pozeazá 
purtand o mascáín culorlle steagulul natlonal, o Imagine a cálátorulul táránd dupá 
el povara unel origini vlnovate. Prezenta mástil presupune si actuallzeazá o ¡nstantá 
exterloará, care supravegheazá scena dlntr-un Panopticon de voiaj, ¡mprovlzat dar 
extrem de eflclent. Masca ¡ndleá desigur slmpllficárlle maslve opérate de o 
soclologle rudlmentará, care deflneste “adversarul” prln cáteva trásáturi 
schematlce si imparte lumea ín functle de acestea. De partea cealaltá trebule sá 
se afle o altá o pseudo-figurá, un chip ascuns ín spatele altel mástl, trlcotatá ín 
culorlle altul stat. De asemenea, ¡maglnea sltueazá cel dol ¡nterlocutorl ín ¡nterlorul 
unul scenarlu ciar definit si perfect eflcace: codul comunlcárü transnatlonale 
functloneazá, rolurlle sunt llmpezl, negoclereaíntre acuzat si acuzator e oflclallzatá. 
Aceastá serle a fost completatá, ín proiectul Powerpiay expus la Galería H'Art, de 
seslunlle foto cu oamenl “puternlcl” - MC-ü unul grup hlp-hop falmos, vedete de 
dlvertlsment si fostul prlm-mlnlstru, totl ferlndu-sl prlvlrea de oblectlv, stranlu 
deposedatl de orlce capacítate de a controla sltuatla. Aceste lucrárl íntainesc 
serla mástllor trlcolore prln faptul cá produc un obiect actlv al puterü si o actlvltate 
care nu este o confruntare el efort obllc de contaminare. Prlvlte mal atent, ele au 
de asemenea o calltate monumentalá - monumente aláturi de putere, ín 
proxlmltatea el, poate monumente ale chestlonárü puterü. 


practlce ¡nvestlgative reporting, and therefore 
we do not obtain visual proof that those 
unspeakable acts do ¡n fact happen ¡n those 
places, under the guise of too peaceful 
normaley. What we do know, and thls where 
the artlstlc project underscores social and 
polltlcal fact, ¡s the absolute posslblllty of 
those thlngs happenlng. Thls dlfference 
matches confllctlng vlews on what demo- 
cracy mlght be, on how power should be 
exerted and brldled, on how the clvlc sphere 
can be artlculated. Another black site ¡s 
another place of ¡ndetermlnacy, postpone- 
ment and dlsorlentatlon, another place lylng 
outslde the reach of norms, another bllnd spot 
¡n a thlckening network. The climax of the 
plctures ¡s in the statlstlcs. 

The clichés of Romanlanness and obser- 
vatlons on polltlcal power constellate ¡n the 
ROM_ series of self-portralts. On beaches ¡n 
the Maldives or ¡n front of tourlst landmarks 
across Europe, the artlst poses wearlng a 
mask knlt ¡n the colors of the Romanlan flag, 
an ¡mage of the traveler dragglng behind the 
burden of culpable orlgln. The striking pre- 
sence of the mask presupposes and 
actuallzes an exterior ¡nstance, surveylng the 
scene from a travel-slze, ¡mprovlsed yet 
effectlve Panopticon. Thls mask ¡mplles the 
masslve slmpllflcatlons operated by a 
rudimentary transnatlonal soclology, whlch 
dlscerns the “adversary” by several schematic 
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traits. Alexandra's work creates, by ¡mplica- 
tion, an ¡nsidious portrait of power - a pseudo- 
figure, a face hidden behind another mask, on 
the other side of the camera. It also situates 
the two ¡nterlocutors ¡nside an ¡deally clear-cut 
scenario, untroubled ¡n reinforcing the same 
preconceptions. The code of transnational 
communication works perfectly and seems to 
be taken very seriously in ¡ts transparent 
ridicule. 

Thls series was complemented, ¡n the project 
Powerplay exhibited at H'Art Gallery, by her 
photo sessions with “powerful” people, the 
MCs of the most popular hlp-hop band, 
entertalnment stars and the prime-mlnlster, all 
avertlng thelr eyes from the camera, strangely 
dlspossessed of any abllity to control the 
sltuatlon. They meet the mask series by 
produclng an active object of power and an 
actlvlty that ¡s not confrontatlon but a 
transversal effort of contamination. They also 


Documenting their Dream, prolect expus ín 2005 la Galería Nouá, a urmárlt 
aceeasl lógica si strategle. Sute de ¡maglni ale unel dezlrabllltátü femlnine 
standard au umplut literalmente peretü galerlel, Tntr-o productle de masa de 
fantezli anonlme, ca si cum maslna de vise s-ar f¡ strlcat, reproducánd la nesfárslt 
o femlnltate genérica, care Tntálneste dorlntele unel mascullnltátl la fel de generlce. 
Acest stahanovlsm al trupurllor tiñere si atrágátoare si al reprezentárllor soclale 
malformate din jurul lor functloneazá ca o simplificare catartlcá eflclentá, a cárel 
scará Indica potentlalul dlstructlv al cllseelor asupra ¡nteractlunü soclale. Codul a 
fost din nou expus ca atare - Tncá un caz a ceea ce conslder a f¡ relatla 
aventuroasá a Alexandrel cu tapíele soclale si cu flctlunlle fabrícate social, Tn care 
se poate deplsta Tntotdeauna un anume sens al ¡ronlel. Tipul de ¡ronle care pare 
sá íl ¡a pe Interlocutor ín toarte serlos, care extrapoleazá agltat si generallzeazá 
tara limite, páná cánd argumentul cedeazá. 


dreapta / right - Documenting their Dream, 2003-2005 
dimensiuni variabile / dimensions variable 


jos / below - Documenting their Dream, 2003-2005 
vedere din expoz¡t¡e / exhibition view, Galería Nouá, Bucharest, 2005 











had a strangely monumental quallty, evldently 
not in the sense of monuments to power - not 
forms of glorificaron but of subversión: 
monuments wlth power, right next to ¡t, 
perhaps monuments to the ¡nterrogatlon of 
power, playlng wlth ¡t and defuslng ¡t. 
Documenting their Dream, presented ¡n 2005 
at Galería Nouá, pursued the same loglc and 
strategy. Hundreds of ¡mages of standard 
feminine deslrabillty llterally filled the walls of 
the gallery, in a mass production of non- 
descrlpt, anonymous fantasles, as ¡f a broken 
dream machine were unable to reglster 
Individual wlshes and tralts, secretlng generlc 
femininity to cater for the cravlngs of an 
equally generlc mascullnlty. The Infernal 
agglomeratlon of these documents of a 
fabricated reality suggests a maneuver to 
gauge the polltical and ethlcal efficlency of the 
photographic representaron. Thls Stakha- 
novlsm of young, shapely bodles and the 
malformed social representatlons around 
them functloned as an effectlve, cathartlc 
simplificaron, whose mass scale ¡ndlcated the 
proportions of damage infllcted by clichés on 
social ¡nteractlon, their destructlve potentlal ¡n 
relation to the multlpliclty of Ufe. The code was 
agaln exhlblted bare - another ¡nstance of 
what I regard as Alexandra's adventurous 
relatlonshlp to social facts and soclally 
engineered flctlons, ¡n whlch a particular 
understandlng of ¡rony ¡s always at work. The 
klnd of ¡rony whlch seems to take the 
Interlocutor all too serlously and to concur 
enthusiastlcally, startlng to generallze wlldly 
until the argument deflates. 
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Fotografía íntre jurnal intim si caiet de schite: Cálin Dan 
Photography: between intímate diary and sketch book - Cálin Dan 

Irina Cios 


A video artist, media theoretician and curator 
of repute, Cálin Dan is less known to the 
broad public as a photographer. Starting 
from his theoretical education within the 
Faculty of Fine Arts in Bucharest - Cálin 
integrated himself in the generation starting 
to be active during the 80s, not only as a 
theoretician, but also as an artist contributing 
to several group manifestations such as: the 
Colloquium for young art and criticism 
(organized by Atelier 35, Sibiu, 1986); Mail 
Art (Orizont Gallery, Bucharest, 1986); The 
Mirror Space (The Architecture Institute, 
Bucharest, 1986); Alternatives (Orizont 
Gallery, Bucharest, 1987, co-organized by 
Cálin together with Magda Cárneci and Dan 
Miháltianu), House pARTy (a series of actions 
/ performance video recorded in a prívate 
home, between 1987 - 1988). 

These participations Consolidated Cálin 
Dan's attachment with experimental art, a 
relation that remained constant during his 
later works. Cálin's bold character allowed 
him to approach photography, installation 
and video art with the same ease, to act 
before the public or to perform from the 
distance, through a radio transmission, to 
write plays or poems that became a 


Cunoscut celor mai rnulti ín ipostaza de artist video, teoretician media si curator 
Cálin Dan este mai putin cunoscut ca artist ce abordeazá fotografia. Pornind de 
la o formatie teoreticá - ín cadrul Facultátii de Arte Plastice din Bucuresti - Cálin 
s-a integrat ín generaría de creatori a anilor '80 nu doar ca teoretician, ci si ca 
artist participant ín manifestári de grup printre care: Colocviul de arta si critica 
tañará (organizat de Atelier 35, Sibiu, 1986); Mail Art (Galería Orizont, Bucuresti, 
1986); Spatiul Oglindá (Institutul de Arhitecturá, Bucuresti, 1986); Alternative 
(Galería Orizont, Bucuresti, 1987, eveniment pe care l-a co-organizat ímpreuná 
cu Magda Cárneci si Dan Miháltianu), House pARTy (serie de actiuni / 
performance desfásurate íntr-o casá particulará, transpuse pe video, 1987- 
1988). Tóate aceste participári afirmá atasamentul fatá de demersul experimental, 
un atasament ce a rámas constant ín crearía sa ulterioará. 

Structura índrázneatá l-a facut sá abordeze cu aceeasi dezinvolturá fotografia, 
instalaría, arta video, sá acteze ín fata publicului sau sá performeze de la distantá 
prin intermediul unei transmisii radio, sá serie piese de teatru sau poeme a cáror 
lecturá sá o foloseascá drept fundal sonorín instalatiile sale sau ín actiuni. 
ín mod instinctual Cálin Dan face fotografié ca notatie - íntre jurnalul intim si caietul 
de schite - ca instrument de explorare a contextului vizual. Activarea functiei de 
semn a imaginii se poate petrece prin fotografiere dar artistul alege sá o facá de 
cele mai multe ori prin recontextalizarea acesteia. Adept al fotografiei 
conceptúale, Cálin abordeazá strategii diverse ín dotarea cu sens a imaginii. 

O primá abordare, ce poate fi descifratá ín fotografiile documentánd actiunile 
performative, este activarea relatiei directe cu referentul. Implicarea artistului ín 
performance ín anii '80 lasá sá se descifreze o asumare a actului fotografierii prin 
adoptarea de atitudini de pozá, usor teatrale, menite sá inducá o notá de 
dramatism imaginii. 

Arhiva personalá a artistului contine un numár mare de negative a/n de diferite 
fórmate: o parte sunt notatii prívate; o alta documenteazá ’filmic’ actiuni sau 
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fotografíe de productie / produotíon photo, 2003 
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background to his actions or ¡nstallations. 
Cálin Dan take photos ¡nstinctively, just like 
taking down notes - ¡nside an intímate diary 
or a sketch book - thus using the médium 
as an instrument of exploration of the visual 
environment. The act of photography often 
activates the sign-function of images, but 
the artist mostly chooses to do so by re- 
contextualizing the image ¡tself. 

An adept of conceptual photography, Cálin 
Dan approaches a diverse range of strategies 
in order to render meaning to the image. A 
first approach that can be deciphered in the 
performances photos taken during the 80s is 
the activation of the direct relationship with 
the referent. The artist is present in the trame 
bearing the consciousness of being 
photographed, adopting poses - sometimes 
slightly theatrical - meant to frame the 
dramatic ¡nto the image. 

The artist's personal archive contains an 
¡mportant number of black and white 
negatives of different sizes: part of them is a 
prívate depository; another part is a 
documentation of his actions or captures in 
images certain places, structures and 
moments. Even if some have been printed 
and exhibited, they mostly have not gone 
beyond the phase of contact-transfer, and 
their potential needs to be re-evaluated. 
Browsing through these images we decipher 
the second strategy of this process of creating 
meaning: the reshaping of the referent starting 
from the analysis of its internal structure. 

A series of experiments of image confi- 
guration through the use of light - applied to 


fixeazá Tn imagine locuri, structuri, momente. Chiar dacá únele dintre ele au fost 
márite si expuse, cele mai multe nu au depásit Tncá faza de transfer-contact, un 
potential ce se cere reevaluat. 

Parcurgánd aceste ¡magini descifrám o a doua strategie Tn procesul de 
semnificare: remodelarea referentului pornind de la analiza structurii sale intime. 
O serie de experimente de configurare a imaginii prin luminá - aplícate la studiul 
corpului ca materie, fragment, expresie, structurá - ¡lustreazá aceast demers. 
Existá o tendintá de abordare estetizantá a formei prin fotografíe. Dacá íntr-o 
primá fazá identificám o atentie fatá de explorarea figurii umane, a corpului, 
aceasta este abandonatá sau persistá doar la nivel afectiv, anecdotic, incidental. 
Corpul uman este Tnlocuit de “corpul orasului” ca domeniu de cercetare si 
descoperire vizualá, ca teren de confruntare íntre culturé si naturá. Seria de 
fotografii denumite Sculpturi spontane se circumscrie acestui tip de abordare. 
Artistul selecteazá din cámpul vizual situatii paradoxale, exploreazá ipostaze noi 
ale realitátii perceptibile, activeazá continutul poetic al imaginii, genereazá frasee 


A$teptár¡ / Expectatior>s_05, 2002 
pagina aláturatá / opposite page: A$teptár¡ / Expectations_03, 2002 
pagina umnátoare / following page: A$teptár¡ / Expectat¡ons_02, 2002 
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emotlonale. O asemenea atitudine se regáseste Tn proiectul The Conspiracy of 
Light (Conspiratia luminii), Tn care fotografii ale unor sitúa}» urbane, generate de 
cátre artist, aducTn spatlul galerlel o reteritoriallzare a acelorasl 1 . 

O a trela strategle de abordare a fotograflei este deflnltá de prolectele sale recente 
de cercetare urbaná, Tn care remarcám autonomlzarea ¡maglnll Tn relatle cu sursa 
referentlalá ce determiné destructurarea si reartlcularea unlversulul vlzlbll. 


the study of the human body as matter, 
fragment, expression or structure - ¡Ilústrate 
thls approach. There is a tendency towards 
an aesthetic deflnltlon of form through 
photography: ¡f ¡n a flrst stage we can 
¡dentlfy the attentlon glven to the exploraron 
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of the human face, of the body, this ¡s 
abandoned or persists only at an affective, 
anecdotic, or incidental level. 

Later, the human body is replaced by the 
’body of the city’ as an environment for 
research and visual dlscovery, as a ground for 
the confrontation between people and their 
nature. The Spontaneous Sculptures series is 
connected to this approach. The artist selects 
paradoxical situations out of the visual field, 
exploring new aspects of perceptible realities, 
activating the poetlc content of the image, 
generating emotional trajectories. 

This approach is obvious in the photography 
part of The Conspiracy of Light project: 
images of urban situations generated by the 
artist re-organlze, inside the space of the 
gallery, a context where the city is thus re- 
territorialízed 1 . 

A thlrd approach to photography is defined 
by the artist's recent urban investigation 
projects, ¡n whlch we can observe the 
autonomy of the ¡mage in relation to the 
referential source that determines the de- 
structuration and the re-articulation of the 
visible universe. 

A witness to the spectacle of one of the 
most aggressive amputations of Bucharest - 
the 1980 demolition of the Uranus - Rahova 
area of the city in order to make room for an 
’image’ of power, the palace of Ceausescu 
- Cálin Dan channeled his ¡nterests towards 
the registration of architectural elements 
capable of embodying the “spirit of the 
place”, by enhancing their emotional 
characteristics. 
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“Why ¡s architecture such an obsessive 
subject ¡n present debates? Maybe the 
reason lays ¡n ¡ts ¡ntrinsic emotional valué. 
By bulldlng shelters, palaces and temples, 
architecture always spoke about Fear, 
Vanlty and God, thus renderlng visual 
conslstency to these baslc traits of human 
nature. No matter how humble or 
sophlstlcated the bullding ¡s, no matter how 
simple or complex ¡ts strategy, these 
concepts are ¡ncorporated ¡n the act of 
bulldlng. The fear of vanlshlng ¡nto the vold, 
the lust for power and the Identification wlth 
dlvlnlty can bear dlfferent shapes ¡n 
everyday Ufe, but architecture seems to be 
the essentlal médium for the manlfestatlon 
of thls anthropologic triad.” Thls quotatlon ¡s 
not only an artlstlc manifestó, but ¡t also 
launches, at the beglnnlng of the year 2000, 
the concept of “emotional architecture” that 
trlggered a long term project of research on 
the visual structure of the clty. 

Emotional Architecture is thought to be a 
project of reflectlon and analysls of the 
urban paradlgm ¡n a contemporary context, 
¡n Romanía and ¡nternatlonally. 

Both a general framework and a contení ¡n 
¡tself, architecture ¡s thus outllned as a 
particular chapter ¡n the interests of the artist. 
The culture of trauma, the dlslocatlon, the 
unlformlty, the ’demolitlon’ of individual iden- 
tlty (be it artlstlc, social, affectlve) are placed 
¡nto perspectlve through both video and pho- 
tographlc means. By avoldlng the documen- 
tary narratlve approach Cálln Dan re-struc- 
tures conceptually the vlsuallzatlon of the clty. 
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Sample Cit/ proposes a non-linear analysls 
of Bucharest uslng visual landmarks 
actlvated by a moblle agent: the man 
carrying the door / Pácalá (a locally famous 
folklore character, ¡n the Une of Ttjl 
Ullensplegel, Nastratlne Hodja, the 
Shakespearean buffoon etc.). Wlthln thls 
project Cálin Dan uses video stllls as 
photographs, ¡n order to underllne the 
expresslvlty of the visual dlscourse. By 
exploltlng the monumental aspect of 
bulldlngs, the photographs reallzed around 
thls film are enlarged to the slze of 
advertlslng banners, then prlnted on the 
same material used for ad campalgns ¡n 
publlc spaces, and flnally are placed ¡n 
dialogue wlth the hostlng archltecture, the 
gallery / museum space. The man wlth the 
door, a productlon photo used as cover 
¡mage for the publlcatlon accompanylng the 
project, ¡mposed ¡tself as an ¡con of 
International stature, as visual ¡dentlty (póster 
/ invitatlon card / cover of the catalogue) for 
more than flve events, out of whlch we can 
mentlon the 2006 Sidney Biennlal that used 
thls ¡con at the level of the entlre clty, 
¡ndependently of the artlst's speclflcatlons. 

A second component of Emotional 
Archltecture ¡nvestlgates the archltecture of 
power. If Sample City proposes an open 
space visual ¡tlnerary where the presence of 
nature sketches the regeneratlve potentlal 
transferred to the urban context, Trip ¡s an 
exerclse of “dlssectlon” of a bulldlng looked 
upon as an organlsm made out of concrete, 
anlmated from wlthln by a chaotlc human 
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Martor la spectacolul únela dlntre cele mal agreslve amputárl vlzuale a 
Bucurestlulul - demolareatn anü '80 a cartlerulul Uranus - Rahova, pentru a face 
loe unel ’lmaglnl’ a puterii prln celebra Casa a Poporulul - Cálin Dan sl-a canallzat 
preocupárlle catre parcurgerea si memorarea elementelor de arhltecturá capablle 
sá pástreze ’splrltul loculul’, potentándu-le valentele emotlonale. 

“De ce este arhltectura asa un sublect obseslv Tn cultura actúala? Poate datorltá 
valorü sale emotlonale ¡ntrlnsecl. Prln construlrea de adáposturl, palate si temple 
arhltectura a vorblt Tntotdeauna despre Frlcá, Vanltate si Dumnezeu, dánd astfel 
conslstentá vlzualá celor trel trásáturl de bazá ale naturü umane. Indlferent cát de 
umllá sau soflstlcatá este constructla, orí cát de slmplá sau complexá strategla, 
aceste concepte sunt Tncorporate Tn actul construlrü. Frica de dlsparltle, másura 
puterü si ¡dentlflcarea cu dlvlnltatea pot lúa nenumarate forme Tn vlata de z¡ cu z¡, 
dar arhltectura pare sá fie medlul esentlal de manifestare a acestel tríade 
antropologlce”. Acestá notatle nu este doar un manlfest artlstlc el lanseazá, la 
Tnceputul anllor 2000, conceptul de “arhltecturá emotlonalá” ce a declansat un 
proiect pe termen lung de cercetare a structurü vlzuale a orasulul. Arhltectura 
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Emotionalá este un proiect gándit ca o platformá de reflectare si analiza a 
paradlgmel urbaneín context actual, románese si International. 

Deopotrlvá element cadru si contlnut, arhltectura se contureazá astfel ca un 
capítol aparte ín preocupárlle artlstului. Cultura traumel, dlslocarea, unlformlzarea, 
’demolarea’ ¡dentltátü Individúale (artlstlce, soclale, afectlve) sunt puse ín 
perspectlvá deopotrlvá prln mljloace video si fotografíe. ín Arhitectura Emotionalá 
Cálln Dan foloseste pentru prima data capturl video ca fotografü pentru a potenta 
expreslvltatea dlscursulul vlzual. Evltánd abordarea documentar naratlvá, el 
restructureazá conceptual reperele vlzuale ale orasulul. 

Prolectul Sample City 1 propune o anallzá non lineará axatá pe elemente vlzuale 
actívate de un agent mobll: omul cu usa / Pácalá. Exploatánd aspectul 
monumental, fotografllle realízate ín jurul fllmulul cu acelasl tltlu sunt realízate la 
dlmenslunl marl si sunt puse, prln materlalul suport (“banner”-ul foloslt ín 
campanüle publlcltare) si prln solutla de expunere, ín dlalog cu arhltectura gazdá. 
Omul cu usa, o fotografíe de productle din tlmpul fllmárll, folosltá ca Imagine 
emblematlcá pentru coperta publlcatlel ceínsoteste prolectul, s-a ¡mpus ca icón 
la nivel International, devenlnd semnul de ¡dentltate vlzualá (afls, ¡nvltatle si / sau 
coperta catalogulul) pentru mal bine de clncl evenlmente artlstlce majore, prlntre 
care Blenala de la Sldney 2006 a actlvat, íntr-un mod ¡ndependent de ¡ntentla 
artlstului, acest icón la nivelul íntregulul oras. 

O a doua componentá a prolectulul Arhitectura Emotionalá ¡nvestlgheazá 
arhltectura puterü. Dacá Sample City propune un traseu vlzual exterior ín care 
prezenta naturü schlteazá potentlalul regeneratlv transferat contextulul urban, Tríp 
este un exercltlu de ’dlsectle’ a unel arhltecturl ín cadrul cárela prezenta umaná 
devine structura umoralá vitalá a unul organlsm de betón. Cálln Dan se joacá 
adesea cu sensul nu doar ín acceptlune semlotlcá el si flzlcá, plasánd adesea 
¡maglnlle rásturnate pe o parte sau complet. SI alcl fotografllle si capturlle video 
¡au ín posesle locul si ¡nvltá la un traseu de lecturá emotionalá ce exploreazá 
arhltectura ca spatlu, ca detallu, ca articulare de sensurl si tenslunl 3 . 

O altá strategle de cercetare vlzualá prln fotografíe pe care o dlstlngem ín lucrárlle 
luí Cálln Dan este descompunerea mecanlsmulul publlcltátü ín paralel cu punerea 
ín chestlune a fenomenulul globallzárü si a pierderll ¡dentltátü. Vulgarízate de cátre 
strategllle campanülor publlcltare prln transformareaín etlchetá de produs, repere 
ale ¡storlel si artel sunt colectlonate si aproprlate de Cálln Dan prln prelucrare 
dlgltalá. Recontextuallzate, ¡maglnlle rezultate jaloneazá terltorll naturale 4 , se 
locallzeazá prln asoclere cu elemente emblematlce 5 sau se ¡nsereazá ca “neo- 


presence. Cálln Dan plays often not only on 
the semlotlc meaning of the bulldlng, but 
also on ¡ts physlcal meaning, by partly or 
completely fllpplng the ¡mages from thelr 
original posltlon. 

Here also the photos and video stllls take 
¡nto possesslon the place and Invite to an 
¡tlnerary of emotlonal readlng, explorlng 
archltecture as space, as a detall, as an 
artlculatlon of meanlngs and tenslons 3 . 
Another strategy for photographlc analysls ¡n 
Cálln Dan's work ¡s the deconstructlon of the 
mechanlsms of advertlslng, parallel wlth the 
questlonlng of globallzatlon and ¡ts offsprlng - 
the loss of local ¡dentlty. As a current 
commerclal strategy, landmarks of hlstory 
and art are debased, transformed ¡nto 
product labels; these are ¡dentlfled and 
collected by Cálln and then approprlated 
through digital ¡nterventlon. The resultlng 
¡mages are re-contextuallzatlons marking 
natural terrltorles 4 ; they become locallzed 
through assoclation wlth emblematlc 
elements 6 ; or are inserted as “neo- 
monuments” of the consumerlst age into 
utoplan / flctlonal landscapes 6 . It ¡s ¡nterestlng 
to note that all these strategles do not define 
a chronologlcal ¡tlnerary ¡n Cálln Dan's work, 
but they can coexlst ¡f the final goal of the 
artlstlc enterprlse demands ¡t. The abillty to 
navlgate from one approach to another 
conflrms the status of the contemporary artlst 
both as an attractlve forcé and as a generator 
of concepts and attltudes. 
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Notes: 

1 The Conspiracy of Light - produoed in 1997 for the 
exhibition The Hidden City (De Vleeshal Middelburg, 
eurator Lex ter Braak), ¡s ooncerned with the rediscovery 
of architecture as a State of mind. The Conspiracy of 
Light had two components: an ¡ntegrated ¡ntervention ¡n 
the urban landscape using the Medieval maps of the 
heart ¡n order to redefine the oíd eenter as a poetic 
itinerary, traoing/naming by feelings a new map of the 
City. Street signs bearing the ñames of feelings or mind 
States (frustration, confusión, love, melancholy, surprise, 
etc.) were placed on the facades. Most of these small 
side streets (steegjes) were previously nameless. The 
second component was the photo installation that re- 
contextuallzed the ¡ntervention in urban space. 

2 Presented for the first time within the solo exhibition 
Emotional Architecture organized at the National 
Museum of Contemporary Art / Kalinderu Media Lab, 
Bucharest; in 2005 the project was invited as an 
independent video installation or accompanied by 
photos in the solo show Lost in Transition - Vaal Gallery, 
Tallinn; within the manifestation Paradoxes: the 
embodied City, organised by the Gulbenkian Foundation, 
Lisbon; it was also present at the International Biennial of 
Contemporary Art - We Are the Artists Prague; at 
Biennale Cuvée, OK Centrum, Linz; and in 2006 at the 
Sidney Biennial. 

3 Presented for the first time within the Sidney Biennial, 
Trip is also the object of a personal exhibition in the 
Hague: sony/wmf/pp. Tríp. SampleCity. Three takes on 
Emotional Architecture, Stroom, 2006. 

4 The Golden Age installation, produced in 1996 
(Buitendijks, Ferwerderadeel, Friesland), consisted of a 
series of flags, referring to Medieval war equipment, 
bearing the images of labels on bottles or food producís, 
and placed in a natural environment, in the Frisian 

6 The series of posters exhibited in public space within 
the project Going Public '05. Communities and 
Territories. From Balkans to Baltic utilizes again the 
subject of “famous objects”, placed now in the shadow 
of the locally famous Modena dove. 

3 The Monuments and ruins series, presented within the 
solo exhibition Something oíd, something new, 
something borrowed, something blue at Galería Nouá in 
2005, plays again on the ¡dea of labels, placing the image 
of the objects as monuments within the engravings of 
Piranesi that depict urban ruins. 


monumente” ale consumerlsmulul ín pelsaje utoplce / flctlve 6 . Este ¡nteresant de 
remarcat cá tóate aceste strategü ale luí Cálln Dan nu defínese un parcurs 
cronologlc el ele pot coexista Tn functle de finalitatea demersulul. Abilitatea de a 
navlga de la una la alta confirma statutul artlstulul contemporan de atractor si 
simultan de generator de concepte si atltudlnl. 


Note: 

' The Conspiracy of Light a fost realizat Tn 1997 pentru expozitia The Hidden City, De Vleeshal, 
Middelburg - un eveniment complex ce propunea redescoperirea arhitecturii ascunse a orasului (eurator 
Lex ter Braak). The Conspiracy of Light a avut douá componente. Prima - o interventie ¡ntegratá Tn 
peisajul urban, rapel la hártile medievale ale sufletului - redefine?te centrul vechi al orasului ca parcurs 
poetic, trasánd / numind prin sentimente o nouá harta. Placute purtánd inscriptionate sentimente sau 
stári (frustrare, confuzie, dragoste, melancolie, surprizá etc.) au fost amplasate pe fatade Tn strázi 
dosnice, devenind astfel toponimice de uz curent, mai ales cá o mare parte dintre aceste stradele 
(steegjes) nu purtau nici un nume. A doua componentá a fost instalatia de fotografié ce recontextualiza 
interventia Tn spatiul urban 

2 Prezentat prima datá Tn cadrul expozitiei personale Arhitectura Emofionalá organizatá Tn 2003 la Muzeul 
National de Artá Contemporaná / Kalinderu Media Lab, Bucure$t¡ proiectul a fost invitat ca instalare 
video independentá sau Tnsotitá de fotografii Tn urmátoarele evenimente: 2005 - expozitie personalá la 
Tallin, Galería Vaal; Paradoxes: the embodied City, Fundatia Gulbenkian, Lisabona; International Biennial 
of Contemporary Art We Are the Artists, Praga; Biennale Cuvée, OK Centrum, Linz; 2006 - Bienala de 
la Sidney s.a. 

3 Prezentat prima datá Tn cadrul Bienalei de la Sidney, Trip face obiectul expozitiei personale a artistului 
de la Flaga: sony/wmf/pp. Trip. SampleCity. Three takes on Emotional Architecture, Stroom, 2006. 

4 Instalatia Golden Age, realizatá Tn 1996 (Buitendijks, Ferwerderadeel, Friesland), a fost compusá dintr- 
o suitá de steaguri, cu referire la recuzita de rázboi medievalá, ce amplasau imagini reproducánd etichete 
de sticle sau produse alimentare Tn spatiul natural al polderelor frlsone. 

5 Seria de afise expuse Tn spatiul public Tn cadrul proiectului Going Public '05. Communities and 
Territories. From Balkans to Baltic, Modena, 2005 reia tema “obiectelor celebre” plasate Tn umbra 
porumbelului de Modena. 

3 Seria Monumente si ruine prezentatá Tn cadrul expozitiei personale Something oíd, something new, 
something borrowed, something blue Galería Nouá, 2005, reia tema etichetelor plasánd imaginea 
obiectelor ca monumente Tn cadrul gravurllor cu ruine de oras ale luí Piranesi. 
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Dúo van der Mixt 

Mihnea Mircan 


Invited to take part in a public art project 
¡nitiated by the Czech Center ¡n Bucharest, 
Dúo van der Mixt contributed an ampie 
billboard, to be ¡nstalled instead of the regular 
advertlsement for the cheapest and most 
effectlve product ¡n the world, near a busy 
market ¡n Bucharest. In the photograph, a 
group of young people appear convulsed 
wlth laughter - they publlcly communlcate the 
secret of thelr solldarlty, wlthout glvlng away 
the punch-llne. Thls remarkable plece 
functlons as puré punctum, ¡n opposltlon to 
the elabórate studium afforded by earller 
projects by Dúo van der Mixt, whlch delved 
¡nto the dysfunctlons of cltyscape and clvlc 
splrlt. It works as a moment of suspensión, 
evldently alien to the almless flux of the clty, 
the network of random trajectorles and 
empty stares. Opaque and transparent at the 
same time, ¡t produces the climax in a 
narratlve we have mlssed, or perhaps an 
antlcllmax ¡n a story about us, the streets and 
communltles of contemporary Romanía. 

I belleve the photograph ¡s a subtle comment 
on the posslbllltles and effectlveness of public 
art. What ¡s the approprlate ¡nterface between 
the world of gallerles and blennlals and, on the 
other hand, the realm of practical 
emergencles? Agalnst what crlterla can the 
radlant optlmlsm of engaged art be tested? 
What to display ¡n public space, what sort of 


Invltatl sá ¡a parte la un prolect de artá publlcá ¡nltlat de Centrul Ceh din Bucurestl, 
Dúo van der Mixt au ¡nstalat o fotografíe, ín locul reclamel pentru cel mal ¡eftln si 
eflclent produs din lume, pe un panou publicltar de lángá o plata aglomeratá din 
Bucurestl. ín fotografíe, un grup de tlnerl apar rázánd ín hohote, aproape 
spasmodlc - el comunlcá public secretul solldarltátü lor, dar nu si poanta. Foto¬ 
grafía functloneazá ca un punctum pur, fatá de studium -ul elaborat din prolecte 
anterloare de Dúo van der Mixt, care tratau dlsfunctüle pelsajulul si splrltulul urban, 
ca un moment ¡zolat de fluxul fárá nolmá al orasulul, retelel de tralectorll aleatorü 
si prlvlrl goale. Imaglnea este punctul culmlnant íntr-o poveste pe care am ratat- 
o, sau poate antlcllmaxul íntr-o poveste despre nol, strázlle si comunltátlle din 
Romanía contemporaná. 

Cred cá fotografía este un comentarlu subtll asupra poslbllltátüor si eflclentel artel 
publlce. Care este ¡nterfata potrlvltá íntre lumea galerlllor si blenalelor si, de 
cealaltá parte, lumea urgentelor practlce? Prln ce crlterü poate f¡ verlflcat optlmls- 
mul radios al artel angajate? Ce anume poate f¡ expus ín spatlul public, ce 
monumente pot f¡ ínáltate de artlstü de astázl? Monumente de hártle pentru fllosofl 
subverslvl, ¡lustratü sau metafore ale vletll ín común, portrete márite ale trecátorllor 
care nu stlu cá sunt fotograflatl? Blllboardul Dúo van der Mixt íntrerupe dlscursul 
“relatlonal” care a domlnat si a format tlpurlle de ¡nteractlune artlstlcá din lume ín 
ultlmll anl, avánd de oblcel ca rezultat multe cestl de ceal pe gratis, vopslrea 
fatadelor unor blocurl de loculnte prost construlte, statlstlcl ale neferlclrü, 
¡mpllcarea comunltátllor defavorlzate, fetlslzarea ¡mlgrantulul si eternul “curry 
pentru refuglatl”. Dúo van der Mixt dezaprobá aceste forme de ferlclre relatlonalá 
si consens rapld, tóate derlvánd din premisa netestatá cá arta ar avea ceva ín 
común cu democratla si cá stablllrea de relatü este ín mod necesar ceva bun. Un 
“portret al artlstulul”, íntr-un fel, fotografía produce dlstantá si apare ca o 
retragere, nu neapárat semn al ínfrángerü. Llpseste bula care sá ne spuná de ce 
rád cel dol artlstl si prletenü lor: poate e vorba de utllitatea artel si de problemele 
autonomlel si solldarltátü. 

Unul dlntre prolectele anterloare ale Duo-ulul, The Very Best of Red, Yellow and 
Blue, arhlveazá dementa publlcá care a ímpánzlt / stápánlt / pus stápánlre pe 
strázlle Clujulul vreme de mal multl anl. íntre 1992 si 2004, Clujul a fost condus 
de natlonallstul Gheorghe Fuñar, votatín mod slstematlc de cátre locultorll románl 
al orasulul pentru vagl abllltátl managerlale, dar si ca avertlsment pentru un 
adversar la fel de vag: mlnorltatea maghlará din oras. Fuñar s-a grábit sá 
ráspláteascá acest efort si sá le admlnlstreze etnlcllor maghlarl o lectle despre 
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Best Product Ever, 2006 
billboard, 3x6 m 
Courtesy Centrul Ceh Bucure?t¡ 
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monuments can be erected by today's 
artists? Paper monuments to subversive 
thinkers, ¡llustrations or metaphors of com- 
munal lite, large-scale images of unsuspecting 
pedestrians? The billboard by Dúo van der 
Mixt disrupts the “relational” discourse that 
has dominated and shaped forms of artistic 
¡nteraction around the world over the last 
years, generally resulting in many cups of free 
tea, painting fagades of poorly built housing 
blocks, statistics of misery, the involvement of 
underprivileged communities, the fetishization 
of the immigrant and the default “cuntes for 
refugees”. Dúo van der Mixt disprove these 
forms of relational happiness and fast consen- 
sus, all deriving from the untested premise 
that art might have something in common 
with democracy and that establishing rela- 
tions is necessarily a good thing. A “portrait of 
the artist”, in a sense, the photograph 
produces distance and acts as withdrawal, 
not necessarily powerless. And then there is 
the disquieting absence of the speech bubble 
to tell us what the two artists and their friends 
could be possibly laughing about. It might 
have something to do with the usefulness of 
art and questions of autonomy and solidarity. 
One of the previous projects of the Dúo, The 
Very Best of Red, Yellow and Blue, archives 
the public dementia that marred the streets of 
Cluj for many years, in tándem with the Duo's 
interest in the neuroses of an ¡mmature 
political and social system. Between 1992 
and 2004, Cluj had been ruled by the 
nationalist Gheorghe Fuñar, a representative 
of far-right extremism. He was systematically 
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románitate. Pentru a preveni orice pretentie de autonomie si a Tnlátura orice 
¡ncertitudine geograficá si politicá, acestla au fost expusi sistematic simbolurilor 
nationale. Obsesia de proclamare a ¡dentitátü nationale, Tn absenta unui conflict 
real, a dus la vopslrea Tn cele trei culori ale steagulul románese a practlc orice 
putea ti suportul unei asemenea exhlbárl agresive si absurde. Strázile Clujulul au 
avut parte de tratamentul tricolor full-package si pelsajul citadin a devenlt un 
manlfest redundant si grotesc al suveranitátü, al vlctoriel Tntr-o batalle care nu s-a 
dat. Dúo van der Mlxt au stráns o arhlvá impresionantá de oblecte si flxatii, acte 
raíate si frustrári trlcolore, documentánd modul Tn care o declzie politicá 
Tndoielnlcá se strecoará si IaTn posesle mintile celor expusi la ea. Ironía prolectului 
face vizibile acele portlunl neexplorate ale mentalulul colectiv románese, Tn care 
ambitii nerostlte, Tntrebári tara ráspuns si interpretan superflciale ale istorlei se 
reflecta reclproc. 


pagina aláturatá / opposíte page: 

The Very Best of Red, Yellow and Blue, 2002 - 2004 

The Very Best of Red, Yellow and Blue, 2005 
obiecte arhivá / objeets archive 
Courtesy KunstRaum Goethestrasse, Linz 



voted by Romanian ¡nhabltants for hazy 
managerial abilltles, but also as a warning to 
a dlmly percelved enemy: the large minority of 
Hungarians in the clty. Fuñar was eager to 
reciprócate: teachlng Flungarlans a lesson 
and stamplng out any demand for autonomy 
meant exposing them systematlcally to 
symbols of Romanlanness, ¡n order to dispel 
any geographic and polltlcal uncertalnty. His 
compulsión of proclaimlng natlonal identity 
led to palntlng ¡n the three colors of the 
Romanian flag vlrtually anythlng that lent ¡tself 
to such an aggresslve dlsplay of inanlty. The 
streets of Cluj got the full tricolor treatment 
and the cltyscape became a redundant and 
grotesquely trlumphant manifestó of 
soverelgnty. The extravaganza was diligently 
documented by Dúo van der Mlxt in an 
impressive archive. The collectlon consisted 
of tricolor objeets and flxatlons, actes 
manqués and frustratlons, documentlng the 
way ¡n which a highly questlonable polltlcal 
decisión seeps into the mlnds of those 
subjected to ¡t. Another target of irony ¡s that 
large, unexplored portlon of the collectlve 
psyche, where untold ambltlons, unsolved 
questlons and hasty interpretations of hlstory 
lurk and reflect each other. 

Dura Lex Ecclesiae conslsts of a few pho- 
tographs and three scale models presentlng 
varlous stages in an elabórate process of 
destructlon, through which the Greek- 
Cathollc church ¡n the Transylvanlan vlllage 
Ungheni is engulfed and finally destroyed by 
an Orthodox church, whose scale ¡s 
determlned not by liturglcal needs and by the 
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slze of community, but by the need to 
annihilate the previous edifice, belonging to 
the other - hated or despised - confession. 
Thls medieval tactic of demolishment, insen- 
sitive to notions of tolerance and architectural 
heritage, stipulates, with perverse common 
sense, that destruction should not take place 
¡n broad dayllght, therefore the first church is 
first made Invisible by the new one and then 
tom down. Thls mlndset resembles a mock 
crusade, ¡n times of alleged rellglous 
freedom, and repllcates the communlst pro- 
gram of exproprlatlon and dlsplacement of 


Dura Lex Ecclesiae, prolect compus din cáteva fotografü si trel machete, prezlntá 
mal multe etape dlntr-un proces elaborat de dlstrugere prln care blserlca greco- 
catollcá din satul transllvánean Ungheni este Tnghltltá si ín cele din urmá Tnlocuitá 
de o blserlca ortodoxa, a cárel scará nu este determlnatá de nevol llturglce sau 
de dlmenslunea comunltátü, el doar de nevóla de a anlhlla edlflclul anterior, 
apartlnánd celellalte comunltatl, detéstate sau dlspretulte. Aceastá tactlcá 
medlevalá, ¡nsenslbllá la notlunl de tolerantá si patrlmonlu, stlpuleazá cu bun-slmt 
pervers cá dlstrugerea nu trebule sá se desfásoare la lumlna zllel: prima blserlcá 
este mal Tntál fácutá ¡nvlzlbllá de catre cea nouá si abla apol dlstrusá. lar aceastá 
crucladá rldlcolá, Tn vremurl de presupusá libértate rellgioasá, reproduce 
programul comunlst de exproprlere si strámutare a confeslunll greco-catolice, 
¡nterzlsáín 1948, legallzatá dupa 1989, doar pentru a f¡ expusá unel Intolerante 
¡nterconfeslonale dobándlte polltlc. Dúo van der Mlxt au ales acest santler al 
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distrugerü dintre ma¡ múltele studü de caz poslblle pentru ca era “Tn lucru”, 
permltánd vlzuallzarea slmultaná a secolelor dlferite Tntre care se miseá Romanía. 
Fotografllle si máchetele arhltecturale ale demolárü aratá un “ce va ti fost” al 
blgotlsmulul si vlolentel, avansánd vertlglnos spre vlitor. 


the Greek-Catholic confesslon, banned ¡n 
1948, legallzed after 1989, only to be 
exposed to politically acqulred ¡nter-confes- 
slonal intolerance. Dúo van der Mlxt chose 
thls destructlon site from the many posslble 
case studies because ¡t was “¡n progress”, 
allowlng the slmultaneous visualizaron of 
layers, and the visualizaron of the disparate 
centurles ¡n whlch segments of the country 
live. Time-images of a particular klnd, the 
photographs and archltectural models of 
destructlon show the “what wlll have been” of 
blgotry and vlolence, vertlglnously advanclng 
towards the future. 


Dura Lex Ecclesiae, 2005 
fotografii §¡ machete / photos and models 
vedere din expozitie / installation view 
On Drfference #1, Württembergíscher Kunstverein, Stuttgart 
Courtesy Württembergischer Kunstverein 
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Maria Drághici 

Cosmin Moldovan 


At the beginning of 2005, I was going to the 
opening of an exhibition by one Maria Drághici, 
which took place at the Sex Trade Gallery, 
Tom Wilson's home gallery. There I found 
myself pleasantly surprlsed by the maturity of a 
photo exhibition printed on... low quality paper. 
Hope & Nostalgia brought a smile to my face, 
despite of the malicious critique of the mate- 
rials used in the exhibition. The sentimental 
humour shown in the comparisons of family 
photos and interna-tionally renowned photo- 
graphy of the same period gave a certain DIY 
feeling to the low-quality technique used, the 
feeling of a highly personal framing of the 
“memories” of others. 

This is how I discovered Maria Drághici the 
photographer. Until that time I had only been 
familiar with her painting (at the same time I 
also discovered that she also does stage 
design for contemporary theatre). Maria is part 
of the new wave of artists that elegantly shift 
between media, giving total freedom to sight, 
formal observation and visual production. 

In Hope & Nostalgia, Maria provides a juxta- 
position of two opposing worlds (the artist's 
methods are rooted, as she claims, in 
dichotomies such as analogue / digital, interior 
/ exterior, image / reality, amateur / profes- 
sional, to stage / to un-stage), first the universe 
of the family photo álbum, an amateur oeuvre 
compared with the universe of world-famous, 
iconic photography, then the capitalist world 
compared with the blooming communist 
society, all of this in a touching, even if some- 
times groundless photographic ready-made. 
Although overtly rhetoric and narrowing the 
spectrum of interpretation, these asso-ciations 
are nonetheless sufficiently flexible to provoke 
the sentimentalism inherent to that age (at this 
stage I hesitate, unsure whether Maria is trying 
to communicate herself or merely trying to 


Pe la ínceputul lui 2005 mergeam la vernisajul unei anume Maria Drághici ín 
home-gallery- ul lui Tom Wilson, Sex Trade Gallery, unde m-am trezit surprins de 
maturitatea unei expozitii de fotografié printatá pe hártie... de proastá calitate. Cu 
tóate acestea, Hope & Nostalgia má fácea sá zámbesc, indiferent cát de 
malitioasá ar fi fost critica mijloacelor expozitionale folosite. Umorul sentimental al 
comparatiilor dintre fotografiile de familie si cele cu notorietate internationalá fácea 
din tehnica poverá definitorul unui feeling de DIY, de decupaj foarte personal din 
“amintirile”... altora. Asa am descoperit-o pe Maria ín ipostaza ei de fotografá 
(stiam doar cá picteazá, mai apoi am aflat cá face si scenografie de teatru 
contemporan), fácánd parte din noul val de artisti ce se miseá nonsalant Tn orice 
médium, dánd libértate totalá privirii, observatiei fórmale si productiei vizuale. 
ín Hope & Nostalgia, Maria abordeazá juxtapunerea a douá lumi diametral opuse 
(artista extrágándu-si metodele artistice, dupá cum Tnsási spune, din antinomii de 
genul “analog / digital; interior / exterior; imagine / realitate; amatar / profesionist; 
to stage/to unstage; etc."), pe ránd, cea a albumului de familie, operá de amatar, 
cu cea a unor fotografii faimoase, iconice, apoi cea a societátii capitalista cu cea 
a comunismului Tnfloritor, printr-un Tnduiosátor, desi pe alocuri gratuit ready-made 
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fotografíe. Vádit retoríce sí nelásánd loe unei largí arií ¡nterpretatíve, aceste 
asocíen sunt totusl sufícient de flexibile ca sá provoace sentimentalísmul ¡nerent 
epocü (aicí ezít, nu sunt sígur dacá María se transmite pe síne sau doar ma 
manipuleazá emotional ca prívítor) si mízeazá pe nevoía uneí ¡dentifícárí cultúrale, 
simultan prin asemánare si diferentíere: sítuatii sí personaje símílare, Tmbibate ínsá 
de contextul local ¡nseparabil, care te tac sá vezí ín acelasí tímp cát de uniforme 
sunt sítuatiile de víatá ale oamenilor si “cum era la el fatá de cum era la nol”. 
Fotografllle de famllle má obllgá la o privire Barthes-laná, cáci vád ín ele detalll ce 
lucreazá Tn profunzlmea memorlei mele afective (a mea si a tuturor coplilor clasel 
muncltoare náscutl pe la sfársltul anllor '70), ele sunt aceleasl Tn albumul tuturor: 
prima pllmbare pe lángá cáruclor, cu trátele mai mare sau cu copllul veclnulul, 
“permanentul” mamel, pozele cliseu cu cercetátori (íntotdeauna) la microscop de 
la ínceputul almanahului Cutezátorii etc. María se amuzá gáslnd pentru aceste 
/fem-url a cáror exlstentá o concepem “numai la nol, Tn Romanía si numal atunci, 
pe vremea luí Ceausescu” ¡maginl corespondente ale occidentulul, adresándu-l¡- 
se pentru asta fárá rezerve luí Wllliam Klein, Nam Jun Paik sau Lewis Hiñe. 
Prolectul About time (pentru care a fost nomlnallzatá Tn 2006 la Premlul Henkel 



manipúlate me as a viewer) and they stake on 
the need for cultural Identification by the 
simultaneous use of resemblance and differen- 
tiation: similar situatlons and people which 
bear the marks of their local context, marks 
which at the same time let you see the 
uniformity of Ufe situatlons and of "what it was 
llke for them and what it was like for us in those 
days.” 

The famlly photos forcé me to adopt a Roland 
Barthes-like perspective, because I see in 
them detalls that work at the depth of my 
emotional memory - my memory, but also that 
of all the other chlldren born into the worklng 
classes towards the end of the 1970s. These 
things are common to everyone's family 
álbum: the first walk beslde the pram, the older 
brother or the neighbour's child, a mother's 
new "perm”, etc. 

Maria finds amusement in discoverlng Western 
counterparts for what we always thought 
exlsted “only in Romania, and only then, in the 
time of Ceausescu”, and she makes unrestrai- 
ned use of the stills of William Klein, Nam Jun 
Paik and Lewis Hiñe. 

The About time project (for which she was 
nominated for the 2006 Henkel Photo-graphy 
Prlze) is an ¡ntertextual essay, in which image 
and time transíate into or disguise themselves 
as one another. 

Out of these dlptychs, a juxtaposition (once 
more used as a method) of numbers 
articulated in frozen declaratlons of a digital 
age and of grey images from every-day Ufe, 
Maria Drághici produces a series of photo- 
graphic phrases, both sharp and elusive, in 
which time is a matter of personal perceptlon. 
In trying to find a starting point for a logical 
interpretation, I only dlscover a diluted form of 
narratlon, au relenti, a time so intense, bloated 
to the point of bursting, at which moment- 
objeets of the eyele 0.34 - 0.34 become 
diaphanous and freeze, without becoming 
‘‘stills”, thus leavlng their contln-gency aside. 

It is as if half the sight had remained locked up 
in the darkness of a cupboard looking at a 
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digital dock, while the other half records the 
contour of a tree whose profile adheres to the 
concrete wall of a block of fíats, two pillows in 
the morning after waking, the black siphon that 
perseveres in drilling a hole through the 
whiteness of a sink, a scarf, a man's pigtail, the 
acrobatics of a person carrying two water 
bottles, a space that can be seen through a 
plástic foil. María stirs jealousy between the 
two halves: one is overwhelmed by intímate 
time but is also blind; the other savours the 
image but cannot transíate it into time. 

If About time were an essay, the In time series, 
which from a morphological point of view 
appears to be linked to the former, would be a 
photo story suspended in a one-second cycle. 
Things evolve in a voluptuous manner into 
images juxtaposed with a background of 
superimposed and frustratingly ¡Ilegible 


pentru fotografié) e un eseu intertextual ín care imaginea si timpul se camufleazá 
una Tntr-alta, se traduc una pe cealaltá. Din aceste dipticuri, juxtapunere (din nou 
folositá ca procedeu stilistic) de cifre articúlate Tn declaratii Tnghetate ale unui timp 
digital si de imagini grizate ale cotidianului, María Drághici produce o serie de 
fraze fotografice, pe cát de clare, pe atát de eluzive, ín care timpul e o chestiune 
de perceptie personalá. íncerc sá-mi iau un reper interpretativ logic, Tnsá 
descopár o naratiune diluatá, au relenti, un timp atát de intens, umflat la limitá, Tn 
care obiectele-moment ale ciclului 0.34 - 0.34 devin diafane si Tngheatá fárá a fi 
“¡nstantanee”, debarasándu-se astfel de latura lor contingentá. E ca si cum 
jumátate de privire ar staínchisaín beznáíntr-o debara, privind un ceas digital, Tn 
timp ce cealaltá jumátate de privire ar Tnregistra simultan grafismul unui copac 
profilat pe betonul unui bloc, douá perne dimineata dupá sculare, sifonul ce 
gáureste insistent albul unei chiuvete, un voal, codita unui tip, echilibristica unui 
personaj cu douá bidoane de apá, un spatiu ce se Tntrevede printr-o folie de 
plástic. María produce gelozie Tntre jumátátile privirii: una este coplesitá de 
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¡ntimitatea timpului, dar oarbá; cealaltá savureaza ¡maginea, dar TI e ¡mposibil s-o 
traducá temporal. 

Daca About time era un eseu, serla In time, aparent legatá morfologlc de aceasta 
(dar doar aparent), e un story fotografíe suspendat Tntr-un clclu de o secunda. 
Lucrurlle evolueazá voluptuos Tn ¡maglnl pe fundalul unor fraze suprapuse, 
frustrant de ilizlbile, functlonand ca tltrare parca a unul ¡ncontrolabll flux mental. 
Tot ce reusesc sá cítese e “I want to have a clgarette and drlnk coffee” si senzatla 
de slmultaneltate mi se ¡nslnueazá din ce Tn ce mal ¡ntens. Tlmpul pare a nu mal 
f¡ protagonista, el un slmplu background pe care Maria lanseazá o fictiune- 
capcaná, prlntr-o combinatle de Tnscenare si simplá extragere din cotldlan: un 
personaj, o tañará femeie purtánd perucá rosle cu cornlte si pozánd terlbll si 
glorlos ca sleezy bitch aláturatá ¡maglnll unul Volkswagen-broscutá, a unul colt de 
camerá cu ¡coane tlpárlte si a unel oale de noapte Induce serlel o nuantá de 
comentarlu social (senzatla de fake e pregnantá, si o slmt ¡ntentlonatá). Sau poate 
un ¡z autobiografía Al cul e acel flux mental tltrat? Al personajulul sau al autorulul? 


phrases that function as a subtitle for a 
seemingly uncontrollable stream of conscious- 
ness. All I am able to decipher is, “I want to 
have a cigarette and drink coffee”, and the 
sensation of simultaneity inoculates itself in an 
intense manner. Time no longer seems to be 
the main character: it provides a simple 
background onto which Maria launches a 
grlpping fiction, using a combination of framing 
and simple extraction from everyday life. A 
young woman wearing a red wlg with little 
horns, in a terrible but glorious sleazy bitch 
pose, juxtaposed with the image of a 
Volkswagen Beetle, the córner of a room con- 
talning printed icons, and a chamber pot, bring 
a nuance of social critique to the series (the 
sensation of "fakeness” is overwhelming and I 
feel ¡t to be ¡ntentional). There might also be a 
hint of autobiography. To whom does this 
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subtitled stream of consciousness belong: the 
character or the author? The coffee and the 
cigarette - points of temporal suspensión, the 
panacea of relaxation and conversation - 
complete the fiction, overtly feminine, 
seductive. for dramatic effect. Beyond all of 
this I can see the colour red, the kind of red 
that clearly excites the camera, which the 
camera records convulsively, in search of the 
formal and compositional aspects integrated 
by Maria into her diptychs. 

Marla's interests do not stop there: she takes 
advantage of the médium of photography in her 
formal quests into the urban environment, one 
of the themes that domínate her recent work 
(the last project she worked on, The Sensitive 
Map, ¡s a collective initiative to revitalise the 
Uranus - Rahova area of Bucharest by involving 
inhabltants in artistic and civic activities). 


Cafeaua si tlgara - puñete de suspensle temporala, panacee ale relaxárü si 
conversatlei - Tntregesc aceastá flctlune, feminlná Tn mod aflsat, ademenltoare 
pentru Interpretan dramatice. Dlncolo de tóate acestea vád rosu, un rosu ce 
excita nedlslmulat aparatul de fotograflat, lar acesta íl Tnreglstreazá convulslv Tn 
cáutárl fórmale si constructü compozltlonale Intégrate de María Tn dlptlcurlle sale. 
Preocupadle Marlel nu se opresc Tnsá alcl, ea profltánd de medlul fotografíe 
pentru cáutárl fórmale Tn medlul urban, una din temele ce domlná actlvltatea 
recenté a artlstel (ultlmul prolect la care a partlclpat, Harta sensibilá, e o ¡nltlatlvá 
colectlvá ce urmáreste revltallzarea zonel Rahova - Uranus prln ¡mpllcarea 
locultorllor sai Tn actlvltátl artlstlce si clvlce). Artista foloseste uneorl fotografía ca 
bazá a creatlllor sale video, unul dlntre cele 5 filme ale prolectulul Browser 1 
avand astfel la bazá snapshot -uri ale tlnerel luml mondene ce populeazá 
vernlsajele si evenlmentele bucurestene. 

O fotografíe personalá, pe alocurl arldá, dar totusl feminlná si pátrunsá de 
angoasele lumü contemporane - asta ne oferá Maria Drághlcl Tn ¡postaza el 
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fotografíes, ¡ntegratá, asa cum Ti stá bine unuí artíst vízual al Tnceputulul de secol, 
íntr-o vízíune artística pentru care mediul se transformé din zeu Tn unealta 
acceslbllá si care foloseste la fel de savuros pictura, scenografia, actlunea, 
performance-ul orí vldeo-ul, sau pe tóate Tn doze dlferite, fárá constrángeri, Tn 
acelasl produs artistic. 


Sometimes she also uses photography as the 
starting point in her video creatlons. One of the 
5 films in the Browser 1 project, for example, 
consists of snapshots of the young and 
smartly-dressed people who popúlate 
exhibition openlngs and events in Bucharest. 

A personal kind of photography, though 
sometimes austere, nevertheless very feminine 
and affllcted by the anguish of the present-day 
world: this is what Maria Drághici, through her 
photography, offers as only one of the means of 
creating an integrated artistic visión - a visión 
characte-rlstic of artlsts at the outset of the 21 st 
Century, for whom the médium ¡s transformed 
from god or idol into an accessible tool. She 
produces works that, with the same versatility, 
incorpórate painting, scenography, action, and 
video art perfor-mance, all in different 
combinations and free of all constraints. 
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Daniel Gontz 

Mihnea Mircan 


Daniel Gontz's ongoing project re-negotiates 
the position of the Romanian artist in relation 
to “poverty and the ridicule”, described on 
one occasion by Cálin Dan as the great State 
secrets of the country, but also in relation to 
an international art market that still has an 
inordinate appetite for exoticism, even if it 
claims to have seen the wrongness of its 
ways and to be doing much better. What to 
“sell”, then, in order to produce a viable 
discourse, where to position oneself 
between observaron of and participaron to 
poverty, the ridicule, historical delay, loss 
and social trauma? What should images 
inocúlate their viewers, according to which 
politics of representation and perception; 
how to orchestrate political and social 
ideologies in the image and to whose profit? 
Chronologically and theoretically, we are 
today past the '90s and the “after-the-wall” 
shows - when Eastern art works finally 
made their way to Western museums and 
galleries -, where the “not-just-art” take, 
compulsively framing art works as 
testimonies of conflict and struggle, was 
dangerously cióse to “not-really-art”, making 
pieces almost unrecognizable behind 
political and historical attachments. As we 
are past the rhetoric of “blood and honey”, 
bazaar-like displays saturated by 
phantasms of the Balkans and the smoke of 


Cel mai recent proiect al lui Daniel Gontz renegociazá pozitia artistului román fatá 
de “sárácie si ridicol”, identificate la un moment dat de Cálin Dan ca marile 
secrete de stat ale tárii, dar si fatá de o piatá artisticá internationalá care are íncá 
un apetit necontrolat pentru exotism. Ce poate artistul román sá “vándá”, ce tip 
de discurs e viabil atát artistic cát si economic, cum sá se pozitioneze íntre 
observarea si participares la sárácie, ridicol, íntárziere ¡storicá si dezarticulare 
socialá? Ce ar trebui imaginile sá le inoculeze privitorilor, conform cáror politici de 
reprezentare si perceptie, Tn avantajul cui? 

Cronologic si teoretic, am depásit anii nouázeci si expozitiile “post-zid” - cánd artistii 
din Est si-au croit ín cele din urmá drum ín muzeele si galeriile occidentale - ín care 
abordares “nu-doar-artá”, catalogánd obsesiv lucrári drept márturii ale conflictului si 
traumei, era periculos de aproape de “nu-tocmai-artá”, fácánd lucrárile aproape de 
nerecunoscut ín spatele anexelor lor politice si istorice. Dupá cum am depásit 
expunerile de tip bazar, satúrate de fantasme ale Balcaniior si de fumul de mici (ca o 
ceatá de ráu augur sau ca o aurá, luati-o cum vreti), delimitánd un teritorlu Tndepártat 
al conflictului si melancoliei, istoriei si utopiei. Dar nuíntru totul. Gontz porneste de la 
imagines emblematicá a artei románesti de dupá 1989, o fotografié din seria Framing 
Bucharest de subREAL, frecvent instrumentalizatá Tn asemenea contexte 
expozitionale pentru a ilustra, ín ciuda sa, aceastá abordare ímpovárátoare a artei 
estice. Ca ín tóate lucrárile din Framing the Cities, subREAL izoleazá si íncadreazá 
un fragment de arhitecturá, ín discontinuitate temporalá si opozitie ideologicá fatá de 
restul cadrului. Tropii reprezentárii mimetice sunt adusi ín joc ín trompe l'oeil-u\ istoric 
si politic. Performance-ul subREAL a fost refácut, cu Daniel Gontz si Vlad Nancá 
jucánd rolul maestrilor si folosind acelasi cadru. losif Király, din grupul subREAL, a 
apásat pe buton si fotografia a fost reprodusá absolut fidel, lucru facilitat de faptul cá 
locatia este neschimbatá, ín ciuda anilor care au trecut. Nimio nu s-a schimbat acolo 
din punct de vedere arhitectonic si urbanistic, prin urmare lucrares lui Gontz nu poate 
fi Tnteleasá ca o demónstrate a prosperitátii libérale atotcuceritoare. 

Gontz a urmat aceeasi strategie pentru a reface una dintre Reconstructiile lui losif 
Király, un colaj din instantanee, temporal distlncte, ale aceleiasi locatii. Ambele 
imagini refácute au fost alegeri semniflcative prin aceea cá au fost folosite de 
diversi curatori si ín diverse expozitii pentru a demonstra cá Estul nu este nici Est 
nici Vest, ci un vast spatiu al contradictiei, al auto-reflectiei neíncetate si al 
enigmelor sociologice, care repetá si abandoneazá scenarii ale proprlului trecut si 
viitor. Remake-urile semnaleazá aparitia unei noi generatii, mai putin interesatá de 
definirea Estului, mai putin dispusá sá se angajeze ín forme de gesticulare 
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cevapcici (like a ominous fog or like an aura, 
take ¡t as you will), delineating a remóte and 
¡rreducibly alien terrltory of confllct and 
melancholy, history and utopia, “this” and 
“other” collapsed. Gontz decided to initiate 
the dialogue or polemic by using the 
emblematic image of post-revolutionary 
Romanian art, one of subREAL's Framing 
Bucharest photographs, often ¡nstrumen- 
talized in such exhibition contexts to 
¡Ilústrate, ¡n splte of ¡tself, thls take on art 


culturalá care pot f¡ descrlse drept “invidie de geografle”, sau “¡nvldle de ¡storle”, 
sá reflecteze, á la Zenon, asupra paradoxurllor proprlel marglnalltátl. ín másuraTn 
care nu este doar o fictlune cu manlfest, aceastá nouá generatle ar putea Imagina 
alte strategü de a serle o ¡storle comuna Tntre Est si Vest. Remake-ul celor douá 
fotografü Tnchlde, Tntr-un fel, o erá: face modelul claslc prln faptul cá a motlvat o 
reproducere. Forteaza generatla anterloará sá prela statutul de “maestru”, de 
neatlns dar Tn acelasl tlmp la dlstantá. Manevra luí Gontz slmuleazá si produce 
canonul - mal íntál reprodus, apol ímplns deoparte prln acte de dlferentlere. 

Un prolect anterior al artlstulul discuta nolle fórmele de productle si dlstrlbutle a 
cunoasterü, altfel spus marketlngul contemporan al cunoasterü. Enuntul 
“cunoasterea este putere” a fost ¡nterpretat dlferlt Tn ultlmll anl, dupá aflrmatla luí 


Remakejosif Király - 2006 
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Lyotard cá puterea si cunoasterea sunt “douá aspeóte ale aceleiasl probleme”. 
Care este, de plldá, relatia dintre cunoastere-ca-putere si alte forme de putere, 
acum cá stim despre departamentul de filosofie al armatel ¡sraellene, menit sá 
traducá gándirea post-structurallstá si sltuatlonistá Tn tactlci militare? ín 
supermaketurlle luí Gontz, rafturlle cu produse au fost redenumlte ca discipline 
academice si putem presupune fárá a rlsca prea mult cá magazlnul glgantlc este 
ínconjurat de áltele mal miel, care oferá produse de nisá, noile dellcatese ale 
gándlrü. Fotografiile manipúlate cu supermarketurl sugereazá cá fórmele de 
productie si Tmpártire a cunoasteril prollfereazá astázl conform unor hárti nu 
neapárat academice, unor nol Interese, instrumente si crlterü, cá spatiul dintre 
radicallsm si publicltate scade progresiv. 


Corning from the East. Llke all works ¡n 
Framing the Cities, thls subREAL plcture 
isolates and trames a fragment of 
archltecture, ¡n temporal discontlnuity and 
ideologlcal opposition to the rest of the 
settlng, whlle the tropes of mlmetlc 
representation are brought into play ¡n the 
hlstorlcal and polltlcal trompe l'oeil. The 
subREAL performance was reenacted, wlth 
Daniel Gontz and Vlad Nancá playing the 
part of the masters and uslng the same 
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frame. The camera was operated by losif 
Kiraly of subREAL and the photograph was 
reproduced as faithfully as posslble, 
something facilitated by the fact that the 
urban landscape of the location ¡s the same 
as ¡t was, ¡n spite of passing years. Nothing 
has changed architecturally and urbanls- 
tically, therefore Gontz's piece ¡s not to be 
understood as a demonstraron of all- 
conquering liberal prosperlty. 

The same strategy was followed to remake 
one of losif Klrály's Reconstructions, ¡n 
whlch temporally dlstlnct snapshots of the 
same location are collaged to produce 
¡mages of time seeplng through places. 
Aslde from belng vlsually compelllng, both 
remade ¡mages were slgnlflcant cholees 
¡nasmuch as they had been used by varlous 
International curators to show that East ¡s 
nelther East ñor West, but a vast space of 
contradlctlon, ceaseless self-reflectlon and 
soclologlcal conundrums, where scenarlos 
of past and future are rehearsed and 
abandoned. The remakes slgnal the 
emergence of a new generation, less 
worrled by deflnlng the East, less eager to 
engage ¡n forms of cultural gesticularon that 
can be descrlbed as “map envy”, or “hlstory 
envy” respectlvely, to reflect, á la Zenon, on 
the paradoxes of ¡ts marglnallty. To the 
extent that ¡t ¡s not just a flgment equlpped 
wlth a manifestó, thls new generation could 
Imagine other strategles to wrlte a common 
hlstory between East and West. The remake 
of the two photographs closes, ¡n a sense, 
an era: ¡t renders the model classlcal by the 
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fací that ¡t has triggered a reproduction. It 
forces the previous generation ¡nto a 
“master” status, untouchable but also 
distant. Gontz's maneuver slmulates the 
canon - first reproduced, then pushed away 
through acts of differentiation. 

A previous project interrogates 
contemporary forms of knowledge 
production and distribution. It also ¡ndicates 
the rather unflattering fact that these 
processes today resemble knowledge 
marketing. “Knowledge ¡s power” has been 
¡nterpreted dlfferently ¡n recent years, after 
Lyotard's statement that knowledge and 
power are “two sides of the same questlon”. 
What ¡s, for ¡nstance, the relatlonship 
between knowledge-as-power and other 
forms of power, now that we know of the 
department of phllosophy ¡n the Israelí army, 
deslgned to transíate post-structurallst and 
Sltuatlonlst thought ¡nto technlques of 
modern warfare? In Gontz's manlpulated 
photographs of supermarkets, the product 
types have been re-labeled as academic 
disciplines. And we can safely assume that 
the glant retall store ¡s surrounded by 
smaller ones, tradlng ¡n nlche forms of 
knowledge and all sorts of speclallst 
producís - the new dellcatessen of thought. 
The supermarkets suggest that forms of 
production and división of knowledge 
prollferate today ¡n accordance wlth maps 
not necessarlly academic, wlth new 
¡nterests, Instruments and entena, that the 
gap between radlcallty and advertlslng 
progresslvely dlmlnlshes. 
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Teodor Graur - Walk 

Anca Mihulet 

We are used to leaving traces ¡n the cities 
we visit or ¡nhabit as we attempt to strip 
them of their autonomy and make their 
spaces our own. We no longer speak of 
cities in terms of architecture or orga- 
nisation; instead we identify them with a 
mental State or particular actions or feelings. 
We say space more often than city, as a 
reflection of the fact that we are moving 
towards a purely spatial way of existence. 
Spatial practices cause cities to speak, to 
invent their own meta-language; Roland 
Barthes considered inhabiting, walking, 
building, the discovery of alleyways, 
passages, shortcuts, and road signs part of 
the semantics of the city 1 . 

Constantly undergoing intervention and 
transformation, contemporary cities have 
reached symbolic over-saturation and 
entered a crisis of utilisation. In this respect, 
the artistic production of recent years has 
focused its attention on the discovery of 
lived space, approaching the city as a 
fragment-totality 2 , giving emphasis to 
everyday activities or specific areas of the 
city, with the intention of creating space. 

In 2000, Teodor Graur produced the project 
Walk, taking as a starting point the repetitive 
actions, habits and the lack of ceremony 
characteristic to the daily lite of the Street 
wanderer. The photographic section of the 
project is accompanied by a video 


Ne-am obisnuit sá lásám urmeín órasele pe care le locuim si le vizitám, atentánd 
la autonomía acestora si apropriindu-ne spatiul. Nu mai vorbim despre orase ín 
termeni de arhitecturá sau organizare, ci mai degrabá le identificám cu o stare de 
spirit, cu anumite actiuni specifice sau sentimente. Pronuntám mai des cuvántul 
spatiu decát oras, ín aceeasi másurá ín care convergem spre o existentá pur 
spatialá. 

Practica spatialá este cea care determiné órasele sá vorbeascá, sá-si alcátuiascá 
un metalimbaj; Roland Barthes considera locuirea, plimbarea, construirea, 
descoperirea de alei, pasaje, scurtáturi, apoi semnele rutiere sau bornele 
kilometrice ca fácánd parte din semántica oraselor 1 . 

Supuse constant interventiilor si transformárilor, órasele au ajuns la o supra- 
saturare de simboluri si au intrat íntr-o crizá de utilizare. ín acest context, 
proiectele artistice ale ultimilor ani si-au índreptat privirea spre descoperirea 
spatiului tráit, tratánd orasul ca pe o totalitate-fragment2, punánd accentul pe 
activitáti cotidiene sau pe anumite párti din oras, cu intentia de a crea spatiu. 
Pornind de la premisa actiunilor repetitive, a obiceiurilor, a lipsei de ceremonial 
care caracterizeazá viata zilnicá a celui care strábate strázile, Teodor Graur 
realizeazá ín anuí 2000 proiectul Walk. Pe lángá partea de fotografié, mai existá 
un video si un film care poartá acelasi titlu si se revendicá de la aceeasi idee - a 
mersului. 

Folosirea fotografiei conjugatá cu activitatea de performer í¡ íngáduie artistului sá 
abordeze direct flecare loe prin care trece, sá deviná parte din el si din istoria sa 
imediatá. Grey Made in Romania si Marks íntregesc problemática expusá ín Walk, 
fiind prezentate ímpreuná ín cadrul proiectului Context apartinánd lui Alexandru 
Patatics si Sebastian Bertalan, la Bienala de la Venetia din anuí 2001. 

Tensiunea, íncárcátura politicé sau irania prezente ín actiuni anterioare, cum ar fi 
Complex sportiv, Muzeul Teodor Graur sau Go West au fost abandónate ín 
favoarea unui demers mult mai relaxat si mai putin critic, care tiñe mai mult de 
perceptii decát de obiectii. Teodor Graur, prototipul artistului marginalizat ín 
perioada comunistá se plimbá pe strázile si la periferiile capitalelor europene - 
Praga, Venetia, Istanbul, Bucuresti - ínregistránd cu aparatul de fotografiat scene 
banale. 

Erijándu-se íntr-un veritabil Wandersman, artistul compune o istorie multipláfárá 
autor sau spectator, constituitá din fragmente ale traiectoriilor si alterárilor 
spatiale3. Incursiunile stradale pe care ni le prezintá Teodor Graur reusesc sá dea 
sens unor spatii aparent goale, surprinzánd de flecare datá un specific al locului, 
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chiar dacá acesta este rezultat d¡ntr-o actlune repetitivá - mersul la talcloc, 
cálátorla cu mljloacele de transport ín común sau vlzltarea Pietei San Marco. 
Imaglnlle din Walk vorbesc despre gradul de cotldlanltate al exlstentel Individúale 
si colectlve, care se artlculeazá ín spatlul deschls al strázll, un spatlu prin 
excelentá ¡mprevlzlbll, de trecere, ¡nstabll. Strada locallzeazá concepte abstráete, 
cum ar f¡ ¡nteractlunea soclalá, circulatia, relatllle vls-á-vls de strálnl sau de 
necunoscutl. 

Cládlrlle sau oamenü nu prezlntá o prea mare ¡mportantá; chiar dacá apar, sunt 
mal degrabá ornamente ale pllmbárü. Artlstul ísl face rar simtitá prezenta, lásánd 
sá pátrundá ín fotografíe fie mana, fie figura supra-expusá. Se creeazá un slstem 
de relatü ínchls íntre artist si aparatul de fotograflat, íntre aparat si locurlle 
¡mortallzate si íntre cellaltl trecátorl si artist, íncát nu ajunge sá conteze decát 
mersul, care nu Impune cenzurl sau llmltárl, contlnuándu-se dupá oprlrea 
aparatulul. 


Walk, 1990 



component and film of the same ñame and 
based on the same ¡dea - that of walklng. 
The use of photography comblned wlth 
performance allows the artist to approach 
dlrectly each place he passes through, 
becomlng a part of ¡t and of ¡ts ¡mmedlate 
hlstory. 

Grey Made in Romanía and Marks 
complement the ¡deas contalned ¡n Walk. 
Both were presented at the 2001 Venlce 
Biennlal within the framework of the Context 
project by Alexandru Patatlcs and Sebastian 
Bertalan. 

The tensión, polltlcal contení and ¡rony 
characterlzlng prevlous works - e.g. Sports 
Complex, The Teodor Graur Museum and 
Go West - are now abandoned ¡n favour of 
a far more relaxed and less crltlcal dlscourse 
whlch focuses more on perceptlons than 
objectlons. 

Teodor Graur, the prototype of the 

marglnallsed artist of the Communist era, 
walks the streets and suburbs of European 
capltals - Prague, Venlce, Istanbul, 

Bucharest - recordlng wlth hls camera the 
common landscapes he encounters. 

By taklng on the role of a Wandersman, the 
artist composes a múltiple and authorless 
hlstory, built out of the fragments of 
trajectorles and spatlal alteratlons 3 . Teodor 

Graur's Street quests succeed ¡n thelr 

attempt to glve meanlng to what are 
seemlngly deserted spaces. The essence of 
each place ¡s captured each time, even 
where thls ¡s the result of a repetltlve actlon, 
such as golng to the flea market, travelllng 
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by public transport, or visiting Piazza San 
Marco. 

The ¡mages ¡n Walk speak about the degree 
of everyday lite contained in each individual or 
collective existence which expresses itself in 
the open space of the Street, an 
unpredictable, unstable space that is open to 
passage. The Street is a place where abstract 
concepts come to life: social interaction, 
trafile, relationships with strangers. 

Buildings and people are of little ¡mportance; 
even when appearing, they mostly act as 
ornaments to the walk. The artist's presence 
is felt only rarely when his hand or over- 
exposed face appears within the frame of 
the photo. 

A system of closed relationships is created 
between the artist and the camera - 
between the camera and the places it 
captures, and between passers-by and the 
artist - such that only the walking is of 
¡mportance, a kind of strolling that lacks 
censorship or limitation and continúes to 
take place after the camera is switched off. 
Throughout this rhetoric of walking, Teodor 
Graur shows a particular interest in road 
workers. Road work sites create a new 
architecture in the landscape of the city, an 
open space, an opportunity for interaction 
with the city. 

Teodor Graur's interest in workers' 
environments began in 1980s, when he 
used photographs of workers to criticise the 
Communist establishment at a time when 
exhibiting images of building sites was the 
stock in trade of Communist propaganda. 


124 







Building sites change the spatial selection of 
the walker, such that going round things or 
observing the non-space generated by the 
workers coincides with the evasión from 
reality. The worker's equipment and their 
communication make the building site a 
prívate space, increasing the tensión. This 
subtle tensión manifests itself in the artist's 
photographic interventions, in the 
exaggeration of certain colours or even the 
use of the negative of the image. 

The artist connects the act of viewing with 
the degree of proximity that the walk 
generates 4 . Sight is a synonym for taking 
photographs, and taking photographs 
implies selection. By choosing this médium, 
Teodor Graur reveáis what was previously 
unseen: the walk. The two actions occur 
simultaneously, they do not exelude one 
another. At certain moments, the walk 
makes do without photographs by entering 
into a visual anonymity. 

This same action of rendering visible is also 
a characteristic of Marks. This project 
combines video and photography, both of 
which focus on the marks passers-by leave 
in wet concrete. Where the Hollywood star 
leaves his handprints for posterity in a 
specially designed place, in Romanía 
passers-by immortalise their steps in wet 
concrete. 

Michel de Certeau declared in the Invention 
of Everyday Life that “History begins at the 
ground level, with each step. The 
combinations of steps create spaces. They 
weave the places and create spaces.” 5 . 
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Through them, space opens up and 
becomes palpable. Of course, ¡t ¡s almost 
¡mposslble to number and record each step 
taken. What ¡s important ¡s the extent to 
whlch they produce walklng. 

Startlng from the actlvlty of road workers, 
the ¡mperfectlons of the Romanlan roads, 
the haste of passers-by, the lack of respect, 
and the deslre to leave one's mark, Teodor 
Graur concelves an entlre phllosophy of 
footprlnts ¡n wet concrete. The photographs 
focus on the exlstence of marks that are 
taken out of thelr context and relfled. 

These destructlve steps are percelved ¡n the 
same way as ready-mades and found 
objects: they bear a personal hlstory and 
transform the space in whlch they are 
deployed ¡nto a social experlence. Sight ¡s 
orlentated downwards, ¡gnorlng the 
surroundlngs. 

The permanence of the traces ¡mplles the 
act of walking, which becomes dependent 
on a clvlllsatlon of concrete, of roads bullí by 
others for the coordlnatlon of the masses. In 
a dlsclpllnary soclety, the act of walking 
transforms ¡tself ¡n an exerclse of power. 
There ¡s no transparency, no rules or guilty 
partles. The artlst ¡s an absence hlmself, a 
spectator behlnd the camera, who 
transforms spaces when no one ¡s 
watchlng 6 . 

In Grey Made in Romanía, Teodor Graur 
attacks the conventlonallsm cultlvated ¡n 
Romanía, as well as the fear of ¡nnovatlon 
and acceptlng new realltles. The artlst 
produces a category, named “grey”, where, 


ín toatá aceastá retorlcá a pllmbárü, Teodor Graur acordá o atentle deosebltá 
muncltorllor care lucreazá la reabllltarea strázllor. santlerele stradale creeazá o 
nouá arhltecturá Tn pelsajul orasulul, un spatlu deschls si poslbllltatea de a 
¡nteractlona cu orasul. Artlstul a fost atras de unlversul muncltoresc Tncá din anli 
'80, cánd folosea astfel de fotografü pentru a ataca reglmul, Tntr-o perloadá Tn 
care expunerea unor ¡maglnl ínreglstrate pe santlere tlnea de agresiva 
propaganda comunista. 

santlerele modlflcá selectla spatlalá pentru care a optat trecátorul Tn prima 
¡nstantá, astfel Tncát ocollrea sau observarea non-spatlulul generat de lucrátorl 
coincide cu sustragerea din realltate. Instrumentarul si comunlcarea dlntre 
muncltorl conferá o dlmenslune prlvatá santlerulul, sporlnd tenslunea artlstulul. 
Aceastá tenslune atát de subtllá se manifesté prln ¡nterventllle luí Teodor Graur 
asupra fotograflel, paroxánd anumlte nuante de culón sau foloslnd chlar negatlvul 
¡maglnll. 

Artlstul pune Tn legáturá problemática prlvltulul cu gradul de proxlmltate sau 
dlstantá pe care TI genereazá pllmbarea 4 . Actul de a privi este slnonlm cu 
fotografierea, lar a fotografía Tnseamná a alege, a selecta. Optánd pentru acest 
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mediu, Teodor Graur aduce la vlzlbllltate ceea ce era invizibil, si anume pllmbarea. 
Cele douá actlunl au loe concomltent si nu se exclud una pe cealaltá. ín anumlte 
momente, pllmbarea poate sá excludá fotografía, ¡ntránd Tntr-un anonlmat vlzual. 
Despre aceeasl aducere la vlzlbllltate este vorba si Tn Marks. Proiectul are o parte 
video si una de fotografíe, ambele tratand problema urmelor lásate de trecátorl pe 
asfaltul proaspát turnat. ín tlmp ce la Hollywood vedetele Tsl lasa amprentele 
pentru eternltate Tntr-un loe speclal amenajat, Tn Románla slmplll pletonl Tsl 
¡mortallzeazá pasü Tn pavajele umede. 

Mlchel de Certeau declara Tn Inventla cotldlanulul cá “Istorla Tncepe la nlvelul 
solului, cu pasli.,.. Jocurlle de pasl sunt fasonárl de spatü. Ele tes locurile...si 
spatlallzeazá.” 6 Prln intermedlul lor, spatlul se deschlde si devine ceva palpabll. 
Cu tóate acestea, este aproape ¡mposlbll ca pasü sá fie Tnreglstratl sau numáratl. 
El conteazáTn másuraTn care produc mersul. 

Pornlnd de la actlvltatea muncltorllor, ¡mperfectlunea drumurllor románestl, graba 
oamenilor, llpsa de respect, dorlnta de a lása amprente, Teodor Graur concepe 
o Tntreagá fllosofle a urmelor lásate de pasl Tn asfalt. Fotografllle se concentreazá 
doar pe exlstenta urrmelor, care sunt scoase din context si relflcate. 



by uslng subjectlve crlterla, he places the 
urban characterlstlcs that contrlbute to the 
degree of accelerated backwardness of 
Romanía. The ¡ndustriallsatlon of the cltles 
led to the closlng down of spaces, the loss 
of access to the landscape, to green areas, 
sltuated now ¡n another dimensión. 

Blocks of fíats, walls, fences, walkways, 
rooftops, car wheels, the water ¡n the rlver, 
people ¡n unlform, the sky, Slobozla, 
Tlmlsoara or Bucharest, concrete, pollutlon 
- these are only a few of the grey Items that 
haunt Teodor Graur. 

Grey becomes the natlonal colour of 
Romanía and the colour of resignaron. In a 
grey world, people act and thlnk on a grey 
scale. 

The concentraron of grey dlsflgures and 
domlnates dally Individual behavlour and the 
subject flnds hlmself dlsarmed, faclng a 
sterilised world. The artist ¡solates the grey 
that appears in an act of resistance against 
consumptlon and visual pleasure. A grey 
envlronment rejeets the gaze; ¡t makes ¡t 
vold of contení. Faced wlth thls form of 
nlhlllsm, an openlng ¡s requlred, and thls ¡s 
achleved through photography, whlch 
creates ¡ts own space by organlslng slght. 
Marks and Grey Made in Romanía are the 
results of the effect of the local landscape on 
the artist, a landscape that appears to 
perpetúate the same range of errors, 
regardless of polltlcal changes. Walk, as a 
model used to approach the problem of 
space, becomes a counter-welght to thls 
reallty. 
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Acestl pasl distrugatori sunt perceputl Tn aceeasi másurá ca ready-made -uri si ca 
obiecte gásite - poartá o Tntreagá ¡storie personáis, transformánd spatiul pe care 
se desfásoará Tntr-o experientá socialá. Privirea este orlentaté Tn jos, ignoránd 
ceea ce este Tn jur. 

Permanenta urmelor multiplica actul mersului, care devine dependent de o 
civilizatie a betonului, a drumurllor concepute de altii pentru coordonarea maselor. 
íntr-o societate disciplinará, actul plimbárü se transforma Tntr-un exercitiu de 
putere. Nu existá transparenté, reguli sau vlnovatl. Artistul este si el o absenté, 
spectatorul din spatele aparatului, care transformé spatiul cánd nu se ultá nlmenl 6 . 
Prln Grey Made ¡n Romanía, Teodor Graur atacá conventionallsmul cultlvat Tn 
Románia, teama de a ¡nova si de a accepta ceva nou. Artistul produce o 
categorle supranumltá “gri”, Tn care Tncadreazá, urmánd crlterll sublectlve, acele 
determinante urbane care contribuie la gradul de Tnvechire acceleratá al 
Roménlei. Industriallzarea oraselor a determlnat Tnchlderea spatlllor, plerderea 
accesulul la pelsaj, la verde, situat acum Tn alté dimensiune. 

Blocuri, apartamente, zldurl, garduri, trotuare, acoperlsurl, rotl de maslni, apa din 
ráurl, oamenl cu uniforme, cerul, Slobozla, Timisoara sau Bucurestl, betonul, 
poluarea sunt doar cáteva din ¡temurlle gri care TI urmáresc pe Teodor Graur. Griul 
devine culoarea natlonalé a Romániel si a resemnárü. íntr-o lume gri, oamenü 
ajung sé gándeascá si sé se comporte gri. 

Concentraba de gri desfigureazá si dominé comportamentele cotidlene ale 
¡ndlvldulul, care se gáseste dezarmatTn fata unel lumi sterlle. Artistul ¡zoleazá griul, 
care apare ca o rezistentá la consum si la plácerea vizualltátil. Un amblent gri 
resplnge privirea, o anuleazá. Tn fata acestui nihilism, se cere o deschldere, 
reallzatá prln fotografíe, care produce un spatlu proprlu, organlzénd privirea. 
Marks si Grey Made in Romanía sunt rezultatele expunerli artlstulul la un peisaj 
autohton, care ¡ndiferent de schimbárlle politice, perpetueazá aceleasi gresell. 
Walk vine ca o contrapondere, fünd un model de abordare a spatiului. 

Praga Tntr-o z¡ ploloasá, Venetla ¡rigatá de canale, pregátltá de fluxul contlnuu de 
turlstl, Bucurestlul mereu Tn santier, domlnat de betón si praf - suná ca o reclamé 
la “pllmbare”. Cu o prlvlre ocularocentricá, dupá cum caracteriza Nlcholas 
Mlrzoeff privirea turlstului realitátü, Teodor Graur nu comparé orase, el se 
raporteazá la spatü. 

Walk aláturá lumi simultane - universul muncitoresc Tn ruiné sugerat de sigla uzlnel 
“Vulcan”, spatiul intim al unul talcioc bucurestean, marea - se suprapun una peste 
cealaltá fárá a se anula, pástrand o lucldltate a senzatlilor si a practicllor cotidlene. 
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Prague on a rainy day; Venice irrigated by 
canals, ready for the contlnuous flux of 
tourlsts, Bucharest, the perpetual bulldlng 
site, dominated by dust and concrete - all 
these have the resonance of an 
advertlsement for “walklng”. Wlth hls slght- 
centred visión, as Nlcholas Mlrzoeff 
characterlses the sight of the reallty tourlst, 
Teodor Graur does not compare cltles, but 
places himself ¡n a relatlonshlp wlth thelr 
spaces. 

Walk juxtaposes parallel worlds - the rulned 
world of the worker suggested by the 
slgnpost for the “Vulcan” factory, the 
Intímate space of a Bucharest flea market, 
the sea; all of whlch are superimposed, 
wlthout cancelllng out the dlfferent layers, 
thus malntalnlng a lucldlty of sensatlons and 
everyday practlces. 


Notes & References: see the Romanlan versión 
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Ion Grigorescu ínainte si dupá ’89 : cáutarea identitátii Tntr-un perpetuu experiment 
Ion Grigorescu. Before and After ’89: the Quest for Identity in an Endless Experiment 

Cristiana Radu 


Ion Grigorescu, one of the outstanding 
personalices of Romanlan visual arts, ¡s an 
artist who ¡s extremely dlfflcult to classlfy 
due to hls apparently contradlctory complex 
Identity characterlsed by exhibitionism and 
Introversión, by avant-garde experimenta¬ 
ron and rellglous spirlt, by an ascetlc nature 
and hls ¡nvolvement ¡n the social. He 
became known ¡n the late '60s and early 
'70s, durlng the “Defrost” perlod, a moment 
of temporary polltical and social openness 
and of relatlve connectlon to the currents of 
Western art. Desplte the fact that he llved ¡n 
extreme ¡solatlon for the next two decades, 
he had the overwhelmlng capaclty to 
overeóme the mental boundarles ¡mposed 
by the system and to connect to the aesthe- 
tic experiences of the time. Prestlglous 
curators llke Nuno Farla, Anders Kreuger 
and Krlstlne Styles conslder hls art to be a 
worthy llvlng component of the post-war 
avantgarde. He has greatly contributed to 
the flelds of alternatlve art, performance and 
experimental film, playing a decislve role ¡n 
configuring an underground artlstic space, 
relatlvely ¡ndependent of the ¡deologlcal 
dlrectlves of the reglme. Hls ¡nterdlsclpllnary 
research represented a landmark for the 


Ion Grigorescu, una dlntre personalltátlle de marcá ale artelor vlzuale románestl, 
este un artist greu de claslflcat, prezentánd o ¡dentltate complexá, aparent 
contradlctorle, caracterlzatá atát de exhibitionism pe cát de ¡ntroversle, atát de 
experiment avangardlst pe cát de spirlt religios, atát de o naturá ascetlcá pe cát 
de ¡mpllcarea ín social. S-a aflrmat la sfársltul anllor 60 si ínceputul anllor 70, ín 
perloada “dezghetulul”, moment de temporará deschldere politicé si soclalá si de 
relativa conectare la cúrentele artel occldentale. ín eluda izolárii extreme ín care a 
trált urmátoarele douá decade, dovedeste o surprlnzátoare capacítate de a 
depásl granltele mentale Impuse de slstem si de a se racorda la experlentele 
estetlce ale vremli, lar arta sa este conslderatá de curatorl de prestiglu precum 
Nuno Faria, Anders Kreuger sau Krlstlne Styles parte vlabllá a avangardel de dupá 
rázbol. Contrlbutla sa este realmente ¡mportantá ín cámpul artel alternative, ín 
domenlul performance-ulul si al fllmulul experimental, avánd un rol deoseblt ín 
conflgurarea unul spatlu artistic de tlp underground, relatlv autonom fatá de 
dlrectlvele ¡deologlce ale reglmulul. Tlpul sáu de cercetare ¡nterdlsclpllnará va 
constituí un punct de referlntá pentru generatla anllor ’80 - Marllena Preda-Sánc, 
Teodor Graur, Ollmplu Bandalac, Dan Mlháltlanu sau Cristian Paraschlv. 
Raportate la contextul epocü, actlunlle, serllle de fotografü si fílmele pe care le 
reallzeazá ín añil ’70 - '80 sunt de o extremé radlcalltate si subverslvltate. ín 
ansamblu constltule un corpus ínchegat de lucrári cu punctul de plecareín realltatea 
opreslvá din jur si putánd f¡ privlte ca un ¡nstrument de anallzá si de exorcizare a 
acestela. Ion Grigorescu a produs únele dintre cele mal acut politice lucrári din ¡storla 
artel románestl si chlar din cadrul artel est-europene. Arta sa are valente etlce si 
soclale prin torta lucrurllor, reslmtlndu-se de preslunea ¡deologlcá ce í¡ invadeazá 
¡ntlmltatea. Din clocnlrea unul splrit eminamente liber cu constrángerlle slstemulul 
totalitar ¡a nastere o artá cu rol de catharsls personal, ínsá profund angrenatá social, 
ín atmosfera sumbrá, polltleneascá a anllor ’80, anü alunecárü Románlel pe panta 
decllnulul economlc, social si cultural, artlstul ísl va gásl refuglul ín splrltualltatea 
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generation of the '80s - Marilena Preda- 
Sane, Teodor Graur, Olimpiu Bandalac, Dan 
Miháltlanu and Cristian Paraschiv. 

When positioned in the context of the time, 
his performances, photographic works and 
the films that he authored released between 
1970 and 1980 are extremely radical and 
subversive. On the whole, they are a 
compact corpus of works originating in the 
surrounding oppressive reality and may be 
regarded as an instrument for analysing and 
exorcising it. Ion Grigorescu has produced 
some of the most critical political works in 
the history of Romanian and even Eastern 
European art. By forcé of circumstances, his 
art has ethical and social implications, deeply 
feeling the ideological pressure that perva- 
ded s its his privacy, A type of art playing the 
role of personal catharsis, yet deeply 
engaged socially, was is born out of the 
collision between an undoubtedly free spirit 
and the constraints of the totalitarian regime, 
In the gloomy policing atmosphere of the 
'80s, the years when Romanía began to fall 
into economic, social and cultural decay, the 
artlst took refuge ¡n Orthodox splrltuallty, 
worklng together wlth the Prolog group and 
earnlng his living as a restorer of mural 
paintlngs and as a church palnter. Lack of 
technlcal equlpment ¡s one of the main 
reasons whlch made him resume his artlstlc 
career only ¡n the '90s, once wlth the 
unrestrlcted access to new ¡mage Proces¬ 
sing technologles. His work has been reas- 
sessed ever slnce and repeatedly ¡neluded 
¡n outstandlng International exhlbltlons. 
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A complex artist, Ion Grigorescu is one of 
the spirits dedlcated by definition to 
experlmentallsm to such an extent that he 
no longer percelves ¡t as a forelgn body 
called experlment, but as a serles of 
’attempts’ or ’lnvestlgatlons’, absolutely 
natural ¡n the economy of the artlstlc act. 
Photography ¡s a technlcal means llke any 
other. Dependlng on what he wants to 
express, the artist utlllzes drawlng, photo¬ 
graphy, collage, as well as palntlng, mural 
paintlng, objects, ¡nstallatlons or varlous 
comblnatlons of photo collage and palntlng; 
he palnts ¡nsplred by photos or over them 
and then resorts to actlon and film. At that 
time, photography was especlally used to 
capture happenings and there ¡s no marked 
dlfference between the ¡ts documentary role 
and ¡ts status of work of art as such. Slnce 
¡t was ¡mposslble to perform ¡n the real 
sense of the word and only actlons wlth no 
audlence were performed, photography 


ortodoxa, activand alaturi de grupul Prolog si castigandu-si existenta ca 
restaurator de plcturl múrale si plctor de blserlcl. Llpsa echlpamentelor tehnlce 
este unul dlntre motívele care au fácut ca abla íncepánd cu anü ’90, o data cu 
accesul nerestrlctlonat la nolle tehnologü de prelucrare a ¡maglnll, sá ísl reía 
actlvltatea artística. De atuncl íncoace opera sa este reconslderatá, fünd repetat 
Inclusa ín expozltü Internationale de anvergurá. 

Artist complex, Ion Grlgorescu este unul dlntre splrltele dedícate prln deflnltle 
experlmentulul, ín asa másurá íncát niel nu-l mal percepe ca pe un corp stráln 
numlt experlment, el ca pe o serle de ’íncercárl’ sau ’tatonárl’ absolut flrestl ín 
economía actulul artlstlc. Fotografía este un mljloc tehnlc ca orlcare altul. Dupa 
caz, se serveste atát de desen, fotografíe, fotocolaj, cát si de plcturá de sevalet, 
plcturá muralá, oblect, ¡nstalatle orí de diverse comblnatü precum colajul de 
fotografíe si plcturá; plcteazá dupá fotografíe sau peste fotografíe, mal apol 
recurge la actlune si film. ín epocá, fotografía era utllizatá mal cu seamá la 
ínreglstrarea happen/ng-urllor, lar íntre rolul documentar si statutul de lucrare de 
artá ín slne nu exista demarcatle transantá. íntrucát era ¡mposlbll sá performezl ín 
sens strlct el exlstau doar actlunl fárá publlc, ea ísl asumá rolul de unlc martor, 
alter ego ce ráspunde sclndárü ego-ulul íntr-o socletate allenatá. 

Prlntre putlnll detlnátorl din íntreaga perloadá totalltará de echlpament de film pe 
pellculá Super8 (aláturl de Constantln Flondor si Doru Tulcan din grupul Sigma), 
Ion Grlgorescu este unul dlntre prlmll artisti din Romanía angajatl ín explorarea 
nollor medü. ín anü ’90 aparatura dlgltalá o va ínlocul pe cea veche, dar nu 




calitatea ¡maginü si cuceririle tehnologiei vor fi cele explórate si exploatate, el 
accentul se va puneín continuare pe latura conceptuáis a lucrárli. lar lucrárlle sale 
vor vorbl mal departe despre vlata soclalá, acum Tn contextul tranzltlel, pe de o 
parte (vezl fllmul Axele strámbe ale Centrului Civic / Vitan Ceausescu, 1994, 
investigare asupra orasului din prisma multlplelor straturl ale memoriei presupuse 
de perlmetrul arlllor demolate, ca si asupra reprezentárü sale actúale) si vor 
continua sá exploreze unlversul domestlc al vletii de zi cu zi, pe de alta. Atát 
fotografiile, cát si performance-urile de dupa ’90 vor dovedl acelasl Interes pentru 
social si vor opera cu aceleasl mijloace, foloslnd repetat ca vehlcul al semnlflcatiel 
proprlul trup. De pildá, ín performance-ul Hamlet de la Cluj, 1997, desfásurat ín 
¡nterlorul Sinagogü vechi, plesa shakespearlaná dá prilejul unei reflectii asupra 
vletii ín comunitate si asupra problemelor si mentalltátllor lócale. Fotografía cu 
acelasl titlu ínregistreazá actiunea de atunel refácutá ín atelier. Cranlul din mana 
artlstulul, un mulaj dupá proprlul chip, element chele ca si cupa ín economía 
actiunll, trlmlte la rolul fotograflei ca mulaj al realitátü, lar el ínsusi este folosit de 
tacto ín scená ca fotografíe ín relief. Imaglnea rezultatá este subsumabllá temel 
autoportretului, temá care-¡ structureazá creatla, íntrucát salvarea, artlcularea 
proprlei ¡dentltátl este un resort constant al operel sale. De aici rezultá 
preocuparea obsesiva pentru autoportret, ¡nteresul acordat corpulul, continua 
ínreglstrare a actlunllor si a mediulul care deflneste persoana, ambient flzic si 
spatlu mental care o protejeazá sau o claustreazá. Aceastá preocupare este 
vlzlbilá si ín seria de ¡nterloare ¡nelusá ín expozltla Paradoxes. The Embodied City 



played the role of a single wltness, of an 
alter ego whlch answered the split ego ¡n an 
allenated society. 

Belng among the few who owned Super8 
film equipment durlng the totalltarian reglme 
(together wlth Constantln Flondor and Doru 
Tulcan, a member of the Sigma group), Ion 
Grigorescu ¡s one of the first Romanlan 
artlsts engaged ¡n exploring the new media 
resources. Durlng the '90s, digital equip¬ 
ment replaced oíd ones. Even so, ¡t was the 
conceptual side of the work that continued 
to be explored and explolted, not ¡mage 
quallty and technologlcal break-throughs. In 
the present context of transltlon, hls works 
continué to talk about social lite, (such as 
the film The Crooked Axes of the Civic 
Centre / Vitan Ceausescu, 1994, an 
Investigaron of the clty from the perspectlve 
of the múltiple layers of memory generated 
by the perlmeter of the demollshed areas 
and also of ¡ts current representaron) but 
also have kept on exploring the domestlc 
universe of everyday Ufe. After 1990, hls 
photographs and performances ¡llustrated 
the same ¡nterest ¡n social lite and resorted 
to the same means, uslng the artlst's body 
as a recurrent vehlcle of significaron. For 
¡nstance, ¡n the 1996 performance Hamlet, 
glven ¡nslde the Oíd Synagogue ¡n Cluj, the 
Shakespearean play provldes an opportu- 
nity to for reflecten on Ufe ¡n the communlty, 
local problems and mentantes. The photo 
wlth the same tltle captured the actlon 
recreated ¡n the artlst's studlo. The skull ¡n 
the artlst's hand, a mould of his own face, a 
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de la Llsabona, 2005, care vorbeste despre zona-tampon a spatiului intim al 
loculntel, reflexie partíala a spatiului care populeazá universul mental al artlstulul, 
despre relatla de ¡nfluentá reciproca dlntre spatlu si cel care TI loculesc. Intltulatá 
Acasá, seria de fotografil documenteazá spatllle prln care a trecut vreme de 30 
de anl. Flecare Imagine Tncapsulatá este o célula’ vle (ín ambele sensurl); dlncolo 
de bogátla unlversurllor pe care le-a creat sau le-a gáslt se aflá relatla tenslonatá 
cu exterlorul. Gesturlle simple, banale, efemerltatea vletll zllnlce capátá 
semnlflcatla erolcá a unel continué lupte pentru normalltate. Imaglnlle ¡nterloarelor 
prlnse Tn cerc de oblectlvul superangular, amlntlnd atát slmbollstlca cerculul 
(perfectlunea, cosmosul, dlvlnltatea), sau mlezul mandalel pe cát sugereazá 
universul concentratlonar, sunt rítmate de cate o fotografíe documentánd 
performantele acelor perloade. Casa semnlflcá Tn context unlcul spatlu poslbll al 
performantel, locul unde ¡ntlmltatea perturbatá face oblectul unul voyeurlsm 
Individual. Fllmul Skin, din 2005, ce reía fllmul Masculin / Feminin din anü 70, 
completeazá ansamblul, referlndu-se la relatla ¡dentltate - alterltate si filnd 
receptat ca exemplu de deconstructle a ¡dentitátü est-europene. 
ín 2006, acelasl film participa la expozltla Autopoesis de la Galería Natlonalá 
Bratlslava, aláturl de clclul de fotografii Nasterea (care a fost cuprlns si Tn cadrul 
Impresionante! expozltü Body and the East, Ljubljana 1998). Tóate aceste expozltü 
ampie propun o cltlre a slmllarltátllor si a contrastelor dlntre Est si Vest, Tncercánd 
sá evite stereotlpurlle prln care este prlvltá Tndeobste creatla Tn Europa de Est. 
Body-arta, care foloseste un medlu primar de expresie ce impllcá Tn mod normal 
relatla dlrectá cu publlcul, este una dlntre cele mai problematlce forme de exprimare 
artlstlcá, punand cele mai acute probleme politice lar permlslvltatea practlcárü sale 
este un Índice al (In)tolerantel sistemului. íntr-o socletate consen/atoare ca cea 
totalltará, artlstul ce performeazá nud, expunandu-s¡ organele genltale se atinge de 
un tabú al culturü vlzuale. Atát fllmul Skin cat si serllle de fotografil mal vechl sunt 
céntrate pe deconstrulrea ¡dentitátü sexuale. Preluarea caracterlstlcllor si rolului 
corpulul femlnln (artlstul ¡mita nasterea unul copll si expune ciar atribútele femlnltátü 
- ovarele si cordonul omblllcal) este corelatá cu asumarea atltudlnü conferlte prln 
traditle femell, aceea de a se expune paslv prlvirllor, sub ochlul camerel care prela 
rolul spectatorului de sex opus. Chestlonarea caracterulul acceptat al rolurllor 
masculin si femlnln, decrlptarea conventlel prln care sunt stablllte Implica 
chestlonarea statutulul autorltátü. Destablllzarea dlferentel sexuale devine 
subversiva polltlc, demonstránd legltlmarea conventlonalá a orlcárel autorltátl. 
Slmpla expunere a corpulul gol contesta nórmele soclale prestablllte, lar mixarea 



caracterelor sexuale masculine si feminine ataca ínsesl fundaméntele ideatlce, 
legitimarea falocentricá pe care este cládit orice sistem autoritar. Pe de altá parte, 
asumarea ambelor sexe duce, dincolo de reactualizarea mitului androginului, la 
nevoia de íntregire a unui eu sclndat, de unificare a sinelui, o íntárire compensatorie 
fatá de influentele externe dizolvante. Dedublarea sau chlar multipllcarea imaginli 
artlstului apare, Tn fotografii precum Bine ráu sau Eu in atelier ca si ín majoritatea 
filmelor de dinainte de ’89, ca o consecintá a unei stári de fapt paradoxale. 
Dedublarea propriei imaglni este un posibil corespondent al dedublárli ca protectle, 
al exllulul interior si ¡nteriorizárll confllctului íntr-o societate de tip dictatorial, amintlnd 
felul de a dubla cultura oficiala cu una alternatlvá, de a spune un lucru si de a 
subíntelege altul, de a dezvolta o personalitate suprapusá care sá cadreze cu linla 
cerutá, practlcl cúrente ale íntregului popor. 

Seriile sale de fotografii íncárcate cu contlnut politic agreslv sunt acum reevaluate 
si cuprlnse ín expozitii ce ¡nterogheazá trecutul pentru a íntelege mal bine traseele 
de dezvoltare ale prezentului. Seria fotográfica Electoral Meeting selectatá ín 
cadrul bienalel Periferic din 2003, Prophetic Corners, aláturl de o serie de filme cu 
acelasi substrat politic precum Dialog cu Ceausescu, Cutremurul sau Bucurestiul 
meu iubit ínreglstreazá oameni obisnultl, surprinsl íntr-una din numeroasele 
manifestatü urbane pllne de ’entuzlasm social spontan’, comándate de Partid. 
Numal cá, prlvlnd din atará, asa-zlsul flresc devine absurd - multimea adunatá 



key element, just llke the cup in the wealth of 
the plot, alludes to the role of the 
photography as a mould of reallty. It is used 
de tacto on the stage as a photograph in 
rellef. The result ¡s an ¡mage subsumable to 
the self-portrait theme, which structures his 
work, because salvation, the artlculatlon of 
his own ¡dentlty, ¡s a constant drlve in hls 
work. Henee, the obsesslve preoccupation 
wlth self-portraiture, the ¡nterest ¡n the body, 
the ongolng record of performances and the 
envlronment that defines the Individual, the 
physlcal ambient and the mental space 
which either proteets or isolates hlm. This 
klnd of preoccupation can also be found in 
the serles of ¡nteriors included in the 2005 
exhibition Paradoxes. The Embodled City 
held ¡n Lisbon that speaks about the buffer- 
zone of the prívate space of the dwelllng, a 
partlal reflectlon of the space which 
pervades the artist's mental unlverse and 
about the mutual relationshlp between 
space and those who inhabit it. The series of 
photos entltled Home documents the 
spaces he had dwelled ¡n for 30 years. Every 
encapsulated ¡mage ¡s a llvlng ’cell’ (¡n both 
senses); the tense relatlon with the exterior 
¡s establlshed beyond the rlch universes he 
created or found. The slmplest banal 
gestures and the ephemeral everyday lite 
acqulre the herole ¡mportance of a 
continuous fight for normallty. The ¡nteriors 
captured ¡n clrcle by the super-angular lens 
remind us of both the symbollsm of the 
circle (perfectlon, the cosmos, divinity) and 
the core of the mandala as much as they 
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suggest a concentration universe. Each of 
them ¡s matched by a photo which 
documents the performances of the time. In 
this context the house stands for the single 
possible space of performance, the place 
where troubled privacy becomes the object 
of individual voyeurism. The 2005 film Skin 
(a video re-enacting of the film Masculine / 
Femirtine released in the '70's), completes 
the series, referring to the relationship 
between ¡dentity and otherness and is 
acknowledged as an example of a 
deconstruction of East-European ¡dentity. 

In 2006, the same film participated in 
Autopoesis, an exhibition held at Bratislava 
National Gallery, together with the series of 
photos entitled Birth (it which was also 
included in the impressive exhibition Body 
and the East held in Ljubljana in 1998). All 
these grand exhibitions invite a reading of 
similarities and dissimilarities between East 
and West, trying to avoid the stereotypes of 
Eastern European creation. Body-art, which 
uses a basic means of expression that 
naturally ¡nvolves a direct relationship with 
the audience, ¡s one of the most problematic 
forms of artistic expression, bringing forth 
the most serious political issues whereas the 
permissiveness of its practice is a sign of the 
system's (in) tolerance. In a society as 
conservative as the totalitarian one, the artist 
who performs naked, exposing his genitals 
breaks a taboo of on visual culture. Both the 
film Skin and the series of older photos 
focus on the deconstruction of sexual 
¡dentity. The artist takes over the features 


’spontan’ lásándu-se manevratá cu docilítate, agentii Securitátii veghind 
respectarea tipicului, lipsa de sens a Tntregii demónstrate Prin demontarea 
mecanismelor interne de funcionare a sistemului, ¡ese la ivealá o Tntreagá 
societate alienatá, relevándu-si ín chiar miezul ’normalitátii’ sale anormalitatea. 
Aceeasi lucrare a participat la expozitia organizatá la MuMok cu ocazia alcátuirii 
colectiei Erste Bank, 2006, ce cuprinde lucrári semnificative din Tntreaga Europá 
de Est. ín contextul actual al generalizárii accesului la tehnologie performantá si al 
saturárii informationale datorate avalansei de imagini ale erei digitale, fílmele 
acelor ani par tributare unei ’estetici a sáráciei’ prin nesiguranta cadrajului, prin 
lipsa conditiilor de la masa de montaj, prin slaba calitate a imaginii. ínsá, Tn ciuda 
precaritátii conditiilor tehnice cu care s-a operat, latura conceptualá si 
semnificatia filmelor sale Tn contextul vremii (ca si Tn cazul filmelor Getei Brátescu 
sau Tnregistárilor de actiuni ale grupului Sigma) le impun reconsiderárii actúale. Azi 
ne putem Tntreba cat din acele deficiente tiñe de optiunea deliberata a artistului 
pentru o atare estética, vizánd Tnregistrarea unei stári de fapt deprimante si a unei 
atmosfere irespirabile, cát a dorit pástrarea ambiguitátilor imaginii neclare sau ale 
lipsei firului narativ, si cát se datoreazá echipamentului tehnic deficitar. 


Dimitrie, 2004 
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Reciclarea materialului, alterarea sensului initial prin inserturi no¡ este o constantá 
a activitátii sale. Work in progress, lucrárile sunt recontextuallzate, Tnglobánd 
mereu alte texte, alte culorl, alte semnlflcatü. Un exemplu de recuperare, 
recomblnare Tn cadrul ¡nstalatülor recente a materialelor mal vechl - fotografü, 
Tnreglstrárl ale performantelor aláturl de cele nol este ¡nstalatla din cadrul 
personalel de la Salzburg din 2006, care a cuprlns 60-70 de fotografü de marl 
dlmenslunl alcátulnd un vast desen Tn spatlu. O blserlcá, o casá, un spatlu seml 
urban Tmprejmult concentreazá un terltorlu metaforlc al trecutulul si alcátulesc un 
traseu amblguu Tn tlmp. Notlunea de temporalltate se dlzolváTn efectul bulversant 
pe care-l creeazá contrapunerea scenelor dlntr-un sat - lume la blserlcá, clmltlrul, 
táranl, spatü de cámple dezolante - cu fotografü recente si cu Imaglnl din 
peformance-urlle sale socante, Intime, amlntlnd de actlonlsmul vlenez. Rezultá un 
aer iesit din tlmp, o atmosferá grea, Tncárcatá, ce da dlmenslunea realá a unel 
luml ambivalente si rldlcá semne de Tntrebare asupra decrlptárllor faclle. 

Foloslrea materialelor sárace, Tntr-o prezentare modesta, Tncarcá adesea spatlul 
cu o rezonantá religloasá, cum este cazul lucrárü Arta bate arta, ce prela tltlul 
slmpozlonulul organlzat de galeria Meta Tn 2001. Un om din sármá, aplecat 


Fárá titlu / Untitled, 2004 



and the role of the female body (he ¡mltates 
the blrth of a chlld and clearly exposes the 
attrlbutes of feminlnlty - the ovarles and the 
umbilical cord) and connects them wlth the 
attltude asslgned to women by tradition and 
assumed by hlm. Thls attltude of belng 
passlvely looked at ¡s captured by the 
camera whlch takes over the role of the 
viewer of the opposlte sex. Questlonlng the 
accepted nature of mascuüne and femlnine 
roles and decodlng the conventlon whereby 
they are establlshed Implles an ¡nterrogatlon 
of the status of authorlty. The destablllsatlon 
of the sexual dlfference becomes polltlcally 
subverslve, testifylng to the conventlonal 
legltlmisatlon of any klnd of authorlty. The 
mere exposure of the naked body defles 
pre-establlshed social norms whlle the 
mixture of mascuüne and femlnine sexual 
features attacks the very fundamentáis of 
¡deas, the phallocentrlc legltlmisatlon any 
authoritarlan system ¡s bullt on. On the other 
hand, assumlng both sexes leads, beyond 
the revlval of the myth of the androgynous, 
to the need of a spllt ego to become 
complete, whlch ¡s a compensatlve 
relnforcement from the dlssolvlng of external 
¡nfluences. The artlst's spllt ego or even hls 
multiplled ¡mage appears in photos llke 
Good Evil or Me, in the studio, as well as ¡n 
most of the films released before '89, as a 
consequence of a paradoxlcal State of fact. 
The artlst's spllt ego ¡s a posslble 
correspondent to spllt personallty as 
protectlon, to hls ¡nner exlle and to the 
confllct ¡nterlorlsed ¡n a dictatorial soclety. It 
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remlnds us of the way ¡n which official 
culture was ¡s doubled by an alternative one, 
of saylng somethlng and understandlng 
somethlng else, of developlng a split 
personallty meant to meet the requlrements, 
all of them belng current practlces of the 
whole people. 

The serles of polltlcally aggresslve photos 
are ¡s now reassessed and ¡ncluded ¡n 
exhlbltlons which questlon the past ¡n order 
to better understand the developlng paths 
of the present. The photographs tltled 
Electoral Meeting selected for the 2003 
Periferic Biennial Prophetic Corners, 
together wlth films such as Dialogue with 
Comrade Ceausescu, The Earthquake and 
My Beloved Bucharest, which convey the 
same polltlcal subtleties, capture lay people, 
caught ¡n one of the numerous urban events 
ordered by the Party, domlnated by 
’spontaneous social enthuslasm’. However, 
the so-called normality becomes absurd 
when we look from outslde - the crowd 
gathered ’spontaneously’ lets ¡tself be 
docllely manlpulated whlle the Securltate 
offlcers take care that the rules are obbeyed, 
though the demonstratlon ¡s polntless. In 
thls manner, by dlsmantllng the ¡nternal 
mechanlsms of the system, the artlst reveáis 
an allenated soclety, unvelllng abnormallty in 
the very core of ¡ts ’normallty’. The same 
work was exhlblted ¡n the exhibition held at 
¡n MuMok, on the occaslon of the 2006 
Erste Bank collectlon which contalns major 
works from all over Eastern Europe. In the 
current context of generallsed access to 
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high technology and of a saturation of 
information due to the avalanche of digital 
images, the films of those times seem to 
owe much to an ’aesthetics of poverty' 
because of clumsy framing, the lack of 
edltlng conditions and the poor quality of the 
image. Nevertheless, despite the scarce 
technical conditions, the conceptual side 
and the importance of hls films in the age (as 
is the case of Geta Brátescu's films or the 
records of the Sigma group's actions) 
subject them to present reconsideration. 
Today we wonder how much of those 
deficiencies are related to the artist's 
delibérate cholee for an aesthetlcs of thls 
kind, targeting to capture a depressing State 
of fact and an unbearable atmosphere, how 
much he wanted to preserve the ambiguities 
displayed by the blurred image or by the 
lack of the narrative thread and how much is 
owed to the scarclty of technical equipment. 
Recycled material and the alteration of the 
original meanlng by new inserís are a 
constant preoccupation ¡n his efforts... In 
Work-in-progress, his creations are 
recontextualised, always including other 
texis, other colours, other meanings. Such 
an example of retrleval, of recombination of 
older materials - photos, records of oíd and 
new performances - ¡n recent endeavours ¡s 
the installation exhibited at his 2006 solo 
show in Salzburg, whlch ¡ncluded 60-70 
large-sized photographs, all of them 
mapping a huge drawing in space. A 
church, a house, a surrounded seml-urban 
space are the essence of a metaphorical 
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territory of the past and stand for an 
ambiguous travel through time. The notion 
of temporality dissolves ¡n the puzzling effect 
created by photographs taken ¡n a village - 
people at church, the graveyard, peasants, 
depressing fields - which overlap with more 
recent photos and ¡mages of his shocking, 
prívate performances, remínís-cent of 
Víennese Actíonísm. The result ¡s a tímeless 
aír, a heavy and stuffy atmosphere which 
gíves the real dimensión of an ambivalent 
world and raises question marks over facile 
decodings. 

The use of scarce materials in a modest 
presentation often filis space with a religious 
resonance, as is the case of the work 
entitled Art beats art, which takes the title of 
the symposium organised by Meta Gallery in 
2001. A man made of wire, bent over the 
ground, a dog made of rusty sheet ¡ron and 
a large photo of the artist in coid, greenish 
hues between them - in fact, as many self- 
portraits - create a poor ambient which 
alludes to a type of quotidian where the 
sacred prevails. Typical of the artist, the 
space thus created is one in which the 
metaphysical feeling is born, without 
solemnity, out of the dialogue between the 
deeply ¡ntuited meanings and perishable 
materials. 

The exhibition at Galería Nouá (2004) is a 
retrospective of his current preoccupations, 
accompanied by ¡mages which trace their 
continuity in time. The essential things in the 
lite of Ion Grigorescu - art, family, work - are 
included in the work entitled Recent Photos, 


asupra pámántului, cáinele de tabla ruginitá si íntre ei o fotografíe mare a chipului 
autorului ín nuante reci, verzui - ín fapt tot atátea autoportrete - compun un 
ambient poveristic, ce trimite la un cotidian ¡mpregnat de sacru. Spatiul creat, 
caracteristic artistului, este unul ín care sentimentul metafizic ia nastere, fárá 
solemnitate, din dialogul dintre sensurile adánci ¡ntuite si materialele perisabile. 
Expozitia de la Galería Nouá (2004), se prezintá ca o retrospectiva a preocupárilor 
sale actúale, acompaniatá de ¡magini ce le urmáresc continuitatea ín timp. Sub 
titlul Fotografii recente sunt ínglobate lucrurile esentiale din viata lui Ion Grigorescu 
- arta, familia, munca - tóate fiind aduse la numitorul común al travaliului creator, 
al “lucrului - de acasá, de la bisericá, din expozitii”. Rezultá un autoportret 
diacronic, la care ísi aduc aportul fotografii ale gesturilor cotidiene cu acces direct 
la ¡ntimitatea existentei sale, imagini emblematice pentru realitátile politice si 
sociale de dinainte si de dupá ’89 ca si reconversia lor ca artá, ¡ntroduse ca 
íncercare de recuperare a memoriei si situare a e¡ íntr-un context mai larg. Ca 
íntotdeauna, artisticul, mundanul si spiritualul tind sá se suprapuná ín creatia lui 
Ion Grigorescu, vorbind despre implicarea sa existentialá autentica. Prinse íntr-un 
soi de jurnal vizual, aluziile la expozitiile de anvergurá la care a participat dupá '90 
puncteazá ritmic celelalte teme, ca un summum al traseului sáu dincolo de 
receptarea localá, ceea ce aruncá o luminá indirectá si asupra grilelor de 
interpretare prin care arta sa este receptionatá ín occident. 

Bibliografie: 

Idea nr. 14, 2003; Idea nr. 23, 2006 

Caietele Meta 4 Creatia vagabondá, 2000; Cáletele Meta 5 Arta bate arta, 2001 
Cataloagele expozltlilor: 

Kontakt - Work from the Collection of Erete Bank Group, 2006 

Paradoxes: The Embodied City, Lisabona, 2005 

Periferic Biennial, Prophetic Comers, 2003 

Bodyand the East, Museum of Modern Art, Ljubljana 1998 

Out of Actions: between performance and object, 1949-1979, Museum of Contemporary Art, Los 
Angeles, 1998 

Nomadic: A Romanian Guideline for the Sao Paolo Biennial, 1994 
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their common denominator being Creative 
travail and “work - at home, at church, in 
exhibitions”. The result is a diachronic self- 
portrait completed by photographs of 
everyday gestures with direct access to the 
privacy of his existence. They are 
emblematic images for the political and 
social realities before and after '89, as well 
as for their re-conversion to art, introduced 
as an attempt to retrieve memory and to 
place it in a larger context. As ever, the 
artistic, the mundane and the spiritual tend 
to overlap in Ion Grigorescu's work, all of 
them talking about his genulne existential 
involvement. Caught in a type of visual diary, 
the allusions to the impressive exhibitions in 
which he has participated since 1990 
rhythmically point out the other themes, as a 
sum of his artistic journey beyond local 
receptlon, which also casts a subtle light on 
the analysis his art has received in the West. 

References: 

Idea no. 14, 2003; Idea no. 23, 2006. 

Meta Notebooks 4, Vagabond Creation, 2000; Meta 
Notebooks 5, Art beats Art, 2001. 
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2006. 

Paradoxes: The Embodied City, Lisbon, 2005. 
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Noaptea Tn baie / Night in my bathroom, 2004 
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Nicu llfoveanu 

Cosmin Moldovan 


Nicu llfoveanu ¡s an exception. Some might cali 
him anachronistlc and, without recognlzlng him 
as a contemporary artlst, would probably con- 
slder him “modem”, ¡n the sense (whlch has 
recently become commonplace) of modernlty 
whlch presupposes the excltement of the 
médium, of the material, ¡ts dlscovery and ta- 
mlng. Maybe ¡t's true. Maybe in fact he ¡s 
“modem”. Maybe we fall read Nlcu's photogra- 
phs as we should, without prejudlces related to 
the trend or the ordlnary practlces of contem¬ 
porary photography. By taking a fresh and 
closer look at Nlcu's work you dlscover a true 
contemporary vibratlon, one whlch ¡s not pla¬ 
ced in the subject, but ¡n the convulslve beauty 
of the object, of the photo ¡tself. Havlng been a 
llvely and steady player on the contemporary art 
scene since early 2000, Nicu speaks a special 
language, unlque ¡nsofar as the styllstlc regls- 
ters of young Romanian artlsts are concemed. 
Nicu belongs to the first generation of students 
to gradúate from the Photography and Video 
Department of the National Unlverslty of Arts ¡n 
Bucharest, a “legendary” generation taught by 
professors loslf Klrály and Radu Igazsag. 
However, he began exhlbltlng shortly after he 
graduated from hlgh-school in 1994. He is 
skllled in both photography and video, black- 
and-whlte photography belng hls preference. 
He has recently started to work with colour 
photography and ¡s currently focusing on ¡t. 


Nicu llfoveanu e o exceptie. Unü l-ar putea numi anacronic, si neconsiderándu-l 
contemporan, l-ar cataloga probabil “modern”, ín acel sens (care mai nou a 
devenlt un ponclf superficial) al modernltátii ce presupune excitarea médium- ului, 
a materlalulul, descoperirea si ímblánzlrea sa. Poate cá asa e. Poate cá e 
íntr-adevár “modern”. Sau poate cá nu Tncercám sá cltlm fotograflile luí Nicu asa 
cum ar trebui, fárá prejudecáti legate de trendul sau practlcile uzuale ale 
fotograflei contemporane. O prlvire atentá si proaspátá va descoperi ín fotografia 
luí Nicu o vibratie contemporaná reala, plasatá nu ín subiect, el ín frumusetea 
convulslvá a oblectului, a fotograflei ínsásl. Actor vlvace si constant al scenei de 
arta contemporaná íncá de la ínceputul anllor 2000, Nicu llfoveanu vorbeste Tntr- 
un llmbaj special, unicín parcul stlllstlc al artlstilor tinerl románi. 
ísl termlná studille universltare ín prima generatie a catedrel de fotografié si video 
de la Unlversltatea Natlonalá de Artá din Bucuresti, generatie “legendará”, 
avándu-¡ ca profesorl pe loslf Klrály si pe Radu Igazsag. íncepe sá expuná íncá 
de la absolvlrea llceului ín 1994 si se miseá ágil atát ín fotografíe cát si ín video. 
Are o apetentá predilecta pentru fotografia alb-negru, abordánd-o recent si pe 
cea color, asupra cáreia se concentreazá actualmente. 

Ca o reactie de defulare vizavi de cenzura tematleá de páná atunel, fotografia 
anilor ’90 e ¡nvadatá de corpul uman. Acesta domlná temática majoritátü artlstilor 
ce lucreazá cu fotografia, fünd la ínceput o temá tabú care soca o artá íncá pudlcá 
si un publlc ce suprapunea fotograflerea corpulul gol pornograflei. Totusl, tendinta 
de a recupera acest moment al artel moderne, cu o íntárzlere de cáteva zecl de 
ani, se transformé íntr-un trend al artel contemporane románesti, aláturl de tema 
“Románlel ín tranzltle”. ín acest context, peisajul este un subiect uncool, rezervat 
fotocluburllor (care din organisme cu autoritate devln rezlduuri cultúrale 
stlgmatizate) si amatorllor, un subiect fárá suflcientá íncárcáturá polemicá, care e 
tratat prln traditie íntr-o manierá ¡dilicá, vetustá. 

Nicu ísi asumá riscul pelsajulul ín multe dintre seriile sale, ísl asumá páná si 
¡dilismul acestula ín únele cazurl (uneori e atát de dezarmant acest idillsm íncát 
devine greu de suportat pentru un muzeu imaginar obisnult cu /oo/c-ul mai sec al 
fotografiel contemporane uzuale sau pentru un ochi ¡nsuficient de sensibll), si o 
face cu elegantá, cu finete, dublate de o senslbilltate neostentatlvá, ¡ntroducánd 
ín subtextul fotograflllor elemente cultúrale care nu le permit acestora sá cadá ín 
formal si ín acel tip de metaforá ieftlná, dar ambalatá profeslonlst. Uneori Nicu te 
“lucreazá” doar prln atmosferá, aceasta alunecánd subtil de la ¡dille la un post- 
apocaliptlc rural cu accente industríale. Nicu fotografiazá afectlv. Prlntre peisaje, 
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As a relief from the thematic censorship that 
was ¡n place up until that time, the photography 
of the 90's was ¡nvaded by the human body. 
Thls was a prevaillng toplc that could be found 
¡n the work of most artists who dealt wlth pho¬ 
tography, belng a taboo topic whlch shocked a 
prudish art world and a type of audlence who 
confused a plcture of the naked body wlth 
pornography. However, the tendency to 
retrieve thls moment of modem art tens of 
years later has turned ¡nto a trend of Romanlan 
contemporary art, along wlth the theme 
“Romanía ¡n transltlon”. In thls perspectlve, the 
landscape ¡s an uncool toplc, reserved for 
photo-clubs (whlch turn from authorltatlve 
bodies ¡nto stigmatised cultural resldues) and 
amateurs, a toplc whlch ¡s not sufficlently 
controverslal and which ¡s traditionally viewed in 
an ¡dyllic, obsolete manner. 

Nlcu runs the risk of deallng wlth landscapes in 
many of hls series, ¡n some cases he even runs 
the risk of reveallng ¡ts ¡dyllic dimensión / 
¡dealism (sometlmes thls klnd of idealism ¡s so 
disarming that an ¡maglnary museum accusto- 
med to the more and look of ordlnary contem¬ 
porary photography or those who do not have 
an eye for ¡t cannot bear ¡t). He does ¡t with 
elegance and reflnement, doubled by an 
unostentatlous sensltlvity, ¡nsertlng cultural 
elements in the subtext of the photographs 
whlch do not allow the latter ones to become 
formal or to turn ¡nto trivial yet professlonally 
used metaphors. Sometlmes Nlcu “works” 
only by atmosphere, subtly movlng from an 
¡dyllic to a post-apocalyptic rural landscape 
wlth Industrial tinges. Nlcu takes photos 


el presará personajele balcanlce, de tranzltle, slncer dezlnteresate de orice critica 
a condltlel lor. Nlcu fotograflazá “personal”. 

ín serla Portrait of the artist smoking at -68 degrees Farenheit íl gáslm pe Nlcu 
jucándu-se cu medlul fotografíe si obtlnánd compozltü cu un personaj spectral ín 
decor ¡vernal, care “arde” fotografllle cu várful tlgárll, creánd astfel un joc al 
prezentel si absentel, al urmelor ín mlscare si nu ín ultimul ránd al compozltlel 
tonale a fotograflel. Cácl, de la bun ínceput trebule spus cá pentru Nlcu llfoveanu 
alb-negrul nu este o scuzá, nu e o rezolvare tehnleá facllá si de efect si niel unlcul 
mobll al fotograflllor sale, el un statement estetlc: fotografü pe film, scoase pe 
hártle. Prln alb-negru Nicu nu evita sá-s¡ puná probleme de contlnut, de mesaj, 
nu foloseste tehnlca drept paravan el pur si slmplu se exprima íntr-un llmbaj a 
cárul rara foloslre ín arta contemporaná íl face si mal savuros. Atentla pentru 
hártla aleasá, tlrajul executat de artist, care alege sá pástreze únele "defectlunl" 
ale fllmulul, creánd o plastlcltate low-tech (care ar rlsca sá cadá ín kitsch dacá 
n-ar fi bine controlatá), tóate dovedesc dlrectlonarea spre oblect a fotograflllor lui 
Nlcu. 

ín fotografllle sale cu pelsaje “atlnse” cu palma, Nicu adaugá o componentá actlvá 
interfetei peisaj - fotograf, acea palmá care construiste fotografia, personl- 
flcándu-se si plasánd artistul íntr-un atunci, acolo fárá echlvoc, ce eludeazá 
barlera ¡ntrlnsecá a medlulul fotografíe, cea dlntre observator si sublect. Palma 
are de flecare datá altá personalltate, de la una pátata de nucí verzl, la una ce 
brutallzeazá pelsajul devenlnd uneorl silueta unul monstru marln ce toemal 
plonjeazá ín ape sau ecllpseazá soarele. Alteorl, artistul exploateazá acest 
laltmotlv (probabll si un sol de autoportret slmbollc) prln ¡nserarea, de exemplu, 
doar a unui deget care urmáreste urma lásatá pe cer de un avión sau din care 
“creste” flresc un copac. íntr-un cuvánt, Nlcu ísl Introduce prezenta ín fotografíe 
- íntr-o maniera ce-¡ marcheazá stllul - modlflcánd dupá bunul plac fortele ce 
guverneazá sublectul. 

Aceeasl estetleá low-tech, dar dusá páná la poetlc, apare ín serla de pelsaje 
Untitled, fotografíate ín 1996, dar márlte si prlntate pe pánzá doar ín 2004. 
Pelsajele simple, llnlare, “mlscate”, la care flmul si aparatul par sá f¡ opus cea mal 
mare rezlstentá poslbllá, sunt realízate dupa o retetá elasleá, de genul cer + teren 
+ copad / pádure. SI totusl ele nu sunt oarecare, mlzánd pe (si alcl artistul 
foloseste din nou unul din púnetele sale forte) un sol de mlster rezldual - aflat ín 
aceastá atmosferá grea, ¡ncorectá - si pe senzatla cá fotografía ar f¡ fost fácuta 
de aparat, nu de fotograf (íntr-una dlntre fotografü aparatul pare a se f¡ mlscat 
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singur pe cana surprindea un palc de padure la orizontul unui teren proaspat 
coslt). Pe lángá tóate acestea exista o frumusete oxlmoronlcá ín aceste fotografü 
[trase cu un folding camera format 6x9 cm, pe film expirat, cu numeroase detecte 
la developare, decolorári, dungi, pete de emulsie desensibilizatá, dar printate la 
90x120 cm pe pánzá prlntr-un procedeu high-tech, plgment prlnt) - rezultatul 
unul demers recent al artlstulul, acela de a submina slstematlc cllseele ce prívese 


affectively. Balkan characters in transition who 
are frankly disinterested in any crltlclsm of their 
condltlon are interspersed amld landscapes. 
Nlcu takes photos “personally”. In the photo- 
graphlc serles Portrait of the artist smoking at 
68 degrees Fahrenheit Nlcu plays with the 
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photographic milieu and creates ¡mages with a 
spectral character in a winter backdrop, 
“burning” the photos with the tip of the 
dgarette, thus giving birth to a play of presence 
and absence, of moving traces and, last but 
not least, of the photo's mixture of hues. Black- 
and-white photography is not an excuse for 
Nicu llfoveanu. It is not a facile technical and 
effective solution, ñor is it the unique reason 
behind his photos, but an aesthetic statement: 
film photographs processed on paper. By 
taking black-and-white photos, Nicu does not 
neglect to ask himself questions related to 
contení and message. He does not use 
technology as a screen, but simply expresses 
himself in a language whose rare use in 
contemporary art makes it more delightful. The 
special attention paid to the way in which he 
selects the photographic paper, the printed 
process carried out by the artist who prefers to 
preserve some “flaws” of the film, thus creating 
a low-tech plasticity, (which would run the risk 
of falling into kitsch if it were not well controlled), 
proves that Nicu's photos are object-oriented. 
In his photographs showing landscapes 
“touched” with his palm, Nicu adds an active 
component to the interface between the land- 
scape and the photographer. That palm which 
constructs the photo personifies itself and 
places the artist in an unequivocal then, there, 
which erases the boundary between the 
observer and the subject, it being intrinsic to 
the photographic médium. The palm has a new 
personality every time. A palm spotted by 
green nuts turns into one which brutalises the 
landscape, sometimes becoming the silhouet- 
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“calitatea”, “frumosul”, “kitschul” arátánd cá existá cazuri ín care sensibilitatea 
cultivatá poate torta limítele acceptabllulul artlstlc. 

Serla de Fotografü de casé (Domestic Photos), realízate Tntre 1994 si 1998 TI 
gáseste pe Nlcu cáutánd prln arhiva proprle (nu cea de famllle, cácl nu sunt 
fotografü de famllle asa cum numele serlel sugereazá ín mod ínselátor, el fotografü 
de casa, cuvántul domestic din traducerea titlului Tn englezá fünd cát se poate de 
potrlvlt) si scotánd la ¡vealá fotografü cu o valoare pur personáis, fotografü dragl 
autorulul, fárá ¡ntentle artística declaratá. Tlrajul de 10 seos pe hártle argéntica de 
dlmenslunl reduse, 10x15 cm, TI prezlntá pe artlst íntr-o gamá mlnorá a fotograflel 
pe care o practlcá. Pelsajul e lásat sá se odlhneascá (sau poate e íncá neínceput, 
tlnánd cont cá fotografüle sunt fácute ín prlmü anl de facúltate), cedánd pozltla 
centráis sltuatlel. Personaje ale unel Románü rurale de acum 10 anl, balcanlce, 
plasate ín ecuatü ¡maglstlce mal fine decát cele ale luí Kusturlca, spunánd 
íntotdeauna altceva decát ceea ce vor sá spuná, sunt ín fotografüle luí Nlcu objet- 
trouvé, la fel ca si fotografüle ínsesl. SI dacá páná acum, ín fotografüle cu pelsaje, 
Nlcu era doar ochiul, si se pástra ín afara cadrulul, acum el ¡ntrá ín cadru, 
pozeazá. O femele obezá trage un pul de somn ín tren, aflsánd o mlná 
ráutácloasá. Cllck! Tlganl. Cllck! O lele din Maramures. Cllck! Un muncltor cu o 
panterá nalv desenatá, tatuatá pe piept. Cllck! Un tánár la scaldat, cu un sort 
negru “No.5”. Cllck! Acestea si íncá alte cáteva cllck-url I-au rámas dragl luí Nlcu. 
Dacá páná acum am anallzat un Nlcu ín alb si negru, solar, aproape claslc, 
sentimental uneorl, cáutánd frumosul íntr-un subtext / context... argentlc, de 
sfárslt de anl ’90, Nlcu llfoveanu 2000+ capatá un vibe mal íntunecat, ín mod 
paradoxal, sondánd fotografía color, dar contlnuándu-sl preocuparea pentru 
pelsaj. Serla de Steampunk autochrome- uri (2005 - 2006) duce la llmltá 
poslbllltátüe tehnlce ale materlalelor fotograflce. Transformat ín Dr. Frankensteln, 
artlstul revltallzeazá materlale fotograflce explrate si aparate “moarte”, 
experlmentánd cu ele si alterándu-le, íntr-un soflstlcat joc al controlulul si 
hazardulul. 

How do you do that... thing you do? 

Nicu says: Pozele sunt trase cu un box camera (un aparat foto “antic”, cu o 
slngurá diafragmé foarte ínchlsá si un slngur tlmp de expunere, suflclent de scurt 
pentru a putea fotografía din máná) care are lentlle netratate pentru cubare - nu 
se Inventase fllmul color pe atunel - pe dlapozltlv 6x9, developat negatlv (cross, 
prln proces C41). 


te of a marine monster that ¡s diving ¡nto water 
or eclipses the sun. There are cases ¡n whlch 
the artlst exploits thls theme (probably also a 
klnd of symbollc self-portralt) by ¡nsertlng, for 
¡nstance, only a finger whlch points to the trall 
left by a plañe in the sky or from where a tree 
“grows” naturally. In a word, Nlcu makes hls 
presence felt ¡n the photography, ¡n a manner 
whlch marks hls style, changing the torces 
whlch govern his subject to hls liking. 

The same low-tech yet poetlcally charged 
aesthetlcs ¡s present ¡n the landscape serles 
Untitled, plctures taken ¡n 1996, but blown-up 
and prlnted on canvas ¡n 2004. The simple, 
linear, “moved” landscapes to which the film 
and the camera seem to have opposed as 
strongly as posslble are taken accordlng to a 
classlc prescriptlon, such as sky + field + trees 
/ forest. Yet, they are not taken at random, 
countlng on a sort of residual mystery (and 
agaln here the artist uses one of hls strengths) 
- that pervades thls heavy ¡napproprlate atmos- 
phere - and on the ¡mpresslon that the photo 
would have been taken by the camera, not by 
the photographer (¡n one photo the camera 
seems to have moved alone whlle capturing a 
clump of trees on the horlzon of a freshly 
mowed field). Moreover, these photos show an 
oxymoronlc beauty (taken wlth a foldlng 
camera, 6x9 cm format, on expirad film, with 
numerous flaws when processed, off-coloured, 
wlth strlpes, spots of desensltlzed emulsión, yet 
printed on 90x120 cm canvas by a hlgh-tech 
procedure called plgment print) - belng the 
result of a recent approach by the artlst whlch 
conslsts ¡n systematlcally undermlnlng the 
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clichés regarding “quality” or “the beautiful”, 
“the kitsch” showing that there are cases in 
which cultivated sensitivity can push the limits 
of what ¡s artistically acceptable. 

Domestic Photos, completed between 1994 
and 1998, shows Nicu looking through his own 
archive (not the family one, for they are not 
family photos, such as the ñame of the series 
may misleadingly suggest, but domestic pho¬ 
tos, the word domestic in the English translation 
of the title being very fitting) and disclosing 
personal photos, extremely dear to the author, 
with no marked artistic intention. The edition of 
10 prints processed on 10x15 cm small-sized 
argentic paper, presents the artist insignificantly 
characterising the type of photography he deais 
with. The landscape is put aside (or perbaps he 
is yet to have begun working with it, taking into 
account that the photos were taken during his 
early years at university) and the situation takes 
the central position. Balkan characters belon- 
ging to rural Romanía 10 years ago, placed in 
imagistic equations finer than those of 
Kusturica, always saying something different 
than what they mean, are an objet-trouvé in 
Nicu's photos, just like the photos themselves. 
If Nicu has so far been the eye in photos, 
showing us landscapes and being outside the 
frame, now he becomes part of it and takes 
pictures. A fat woman dozes off while on the 
train, displaying a nasty look. Click! Gypsies. 
Click! A young woman from Maramures. Click! 
A worker with a naively drawn panther tattooed 
on his chest. Click! A young man bathing in 
“No.5” black shorts. Click! These and other 
’clicks’ have remained very dear to Nicu. 


De ce cu box camera? 

Fiindcá folosind-o má pot concentra mai mult asupra a ce fotografiez, si nu 
asupra tehnicii. Practic, Tn faza asta aparatul si filmul fac aproape totul asa cum 
vor ele. Eu mai intervin doar dupa aceea, cánd scanez cliseele si apoi le prelucrez 
fin la cubare ín Photoshop. 

De ce steam punk autochrome? 

Autochrome e un procedeu fotografié pseudo - color inventat de fratii Lumiere pe 
la 1904 si folosit de divizia fotograficá a armatei franceze ín primul rázboi mondial. 
Fiind un procedeu anevoios si íncet, nu se puteau face fotografii ín timpul luptei, 
asa cá tóate autochrome-m\e sunt peisaje idilice, dar ín care e ceva din rázboi. 
Si atunci, Societe Photographique de I 1 Armee = SPA = SteamPunk Autochrome. 


Culoarea poluatá, interzisá si senzatia unui permanent layer lichid a steampunk- 
urilor cu terenuri de fotbal suburbane (terenurile de fotbal sunt un alt laitmotiv la 
Nicu, aparánd si ín fotografiile sale alb negru mai vechi. Poarta de fotbal pare a 
constituí un element structural important ín compozitia “studiilor” de terenuri), cu 
locuri de joacá, cu peisaje post-industriale, feroviare sau cu nocturne urbane, 
culoarea completeazá conceptul bine orchestrat ín care low-tech- ul nu este doar 
(anti)spectacol gratuit sau vehiculul unui experiment asupra peisajului. Totul se 
leagá íntr-un sistem bine lubrefiat si aici ca si ín alte fotografii ale artistului. 

Nicu llfoveanu e o exceptie. Dribleazá cu mediul fotografíe, cu figuri stilistice 
periculoase pentru un artist contemporan si o face ca un jucátor versat. Desi el e 
tañar, fotografía lui Nicu llfoveanu e maturá. Neo-pictorialismul sáu agresiv, 
asumat si afisat, e frondá, dar si sensibilitate. Poate e unui dintre putinii fotografi 
románi pentru care mediul si continutul sunt indisolubil legate si, conceptual, nu 
rezistá unui fárá celalalt. Poate cá poética lui Nicu nu e actualá, dar sigur e una 
lipsitá de sabloane. 


148 






Fárá titlu / Untitled, 1996 - 2004 
inkjet print pe panza / pigment print on 




If so far we have analysed a black and white, 
solar, almost classlc and sometimes sentimen¬ 
tal Nicu who seeks the beautiful ¡n an argentic 
subtext/context of the late '90s, Nicu llfoveanu 
2000+ acqulres a darker vlbe, paradoxlcally 
probing colour photography and contlnuing to 
be concemed wlth the landscape. The steam- 
punk autochromes serles (2005 - 2006) stret- 
ches the technlcal posslbilltles of photographic 
materials to the llmlt. Transformed ¡nto Dr. 
Frankensteln, the artlst revltallses explred 
photographic materials and “dead” cameras, 
experimentlng wlth them and altering them ¡n a 
sophistlcated game of control and hazard. 

How do you do that... thing you do? 

Nicu says: The photos are taken wlth a box 
camera (an “antlque” camera wlth a single 
enclosed aperture and a single exposure, short 
enough not to need trlpod in order to take 
photos) whlch has a non-colour lens - the 
colour film had not been ¡nvented at the time - 
on 6x9 sllde, negatlve processed (cross, by the 
C41 process). 

Why box camera? 

Because when I use ¡t, I can concéntrate on 
what I capture rather than on technlque. 
Virtually the camera and the film do almost 
everything they want at thls stage, I ¡ntervene 
afterwards, when I sean the negatlves and 
sllghtly process thelr colour ¡n Photoshop. 

Why auto-ehrome steam punks? 

Autochrome ¡s a pseudo-colour photographic 
procedure ¡nvented by the brothers Lumlére 
around 1904 and used by the photographic 
división of the French army in the First World 
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War. Being a difficult and slow procedure, one 
could not take photos during the battle, so all 
autochromes are idyllic landscapes which 
display, however, snapshots of war. And then, 
Société Photographique de l'Armée = SPA = 
SteamPunk Autochrome. 

The polluted, forbidden colour and the 
sensation of a permanent liquid layer of steam 
punks with suburban football grounds (football 
grounds are another reoccurring theme of 
Nicu, and are also present ¡n his older black 
and white photos. The goal seems to represent 
an ¡mportant structural element ¡n the making 
of playground “studles”), playgrounds, post- 
¡ndustrial and rálway landscapes or urban 
floodllghts. The colour adds to the well- 
artlculated concept ¡n which low-tech ¡s not 
only a uncaused (antl)show or the vehlcle of an 
experlment on the landscape. In these photos, 
just llke ¡n others, the artlst connects everythlng 
¡n a well-artlculated system. 

Nicu llfoveanu ¡s an exceptlon. He juggles wlth 
photography, wlth metaphors that are 
dangerous for a contemporary artlst, and he 
does ¡t llke a well-versed player. Though young, 
Nicu llfoveanu's photography ¡s mature. HIs 
assumed, blatant and aggresslve Neo- 
plctoriallsm is translated as rebelllousness and 
sensltlvity at the same time. He may be one of 
the few Romanlan photographers for whom 
the médium and the contení are ¡nterdepen- 
dent and conceptually cannot reslst one 
wlthout the other. Nlcu's poetics may not be a 
present one, but ¡t is certalnly one devold of 
pattems. 
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Mihaela Kavdanska 

Cristiana Radu 


Mihaela Kavdanska is an artist whose training 
is embedded in the extensive range of artistic 
resources of the 90's. She is extremely 
interested in renewing artistic language and 
mastering both traditional and new means. 
She appeals to various means - painting, 
photography, installation, video, graphic 
design in order to expres the same subject. 
The obstinately transgressed boundaries 
between them are a defining characteristic of 
her work whereas communication of whatever 
kind is part of her recurrent themes. 

Together with megatron (Stefan Tirón), mika is 
the initiator of the AVmotional Festival, one of 
the most articulated hypostases of contem- 
porary urban culture. In fact, the festival, now 
at its 3rd edition, is the most important event 
within AVmotional Platform, a series of events 
which promote electronic and electro-acoustic 
musió, as well as new forms of audio video 
interaction and fusión, thus connecting 
Romanía to the international scene and 
stimulating the establishment of a young 
hedonistic community. 

The voluptuous plunge into new informational 
trances is counterpoised by the attention paid 
to the basic components which determine the 
coherence of the individual's psyche. The 
chosen topics are often conversational matters 
such as family, the couple and everyday lite. 
Just like high-quality fiction, it is not the 
spectacular topics that give the work valué and 
meaning, but the intertwined elements she 
operates with and their analysis in a new 
interpretive key. For instance, in the “Bed 
Nature” series, the prívate space of the 
bedroom blends with the public space of the 
landscape resulting in a wide range of 
interpretations that vary from the violated 
privacy of the new man to the brutal contact 
with “down-to-earth” reality, to the need for 


Mihaela Kavdanska este unul dintre tinerii artisti formati ín atmosfera multimedialá 
a anilor ’90 si preocupati de ínnoirea limbajului artistic, fiind stápáná atát pe 
mediile traditionale cát si pe cele noi. O caracterizeazá circumscrierea aceluiasi 
subiect prin recursul la medii diverse - picturá, fotografié, instalatie, video, graphic 
design, ca si transgresarea cu obstinatie a granitelor dintre ele, iar comunicarea, 
ín oricare dintre fórmele sale, se aflá printre temele sale recurente. 

Mika se aflá, aláturi de megatron (Stefan Tirón) la originea uneia dintre cele mai 
articúlate ipostaze ale culturii urbane contemporane - festivalul AVmotional. De 
fapt, festivalul, ajuns la a treia editie, este cel mai important eveniment din cadrul 
Platformei AVmotional, complex de evenimente care promoveazá muzica 
electronicá, electro-acústica si noile forme de interactiune si fuziune audio video, 
conecteazá Romanía la scena internationalá si stimuleazá crearea unei tiñere 
comunitáti hedoniste. 

Afundarea cu voluptate ín tránsele informationale de tip nou este contrabalansatá 
de atentia acordatá componentelor elementare ce determiné coerenta vietii 
psihice a individului. Subiectele álese sunt adesea itemuri conversationale 
frecvente, precum familia, cuplul, viata de zi cu zi. Ca si ín cazul beletristicii de 
calitate, nu spectaculosul subiectelor ín sine, ci interelationarea elementelor cu 
care opereazá, analiza lor íntr-o cheie nouá, dá valoarea si sensul lucrárii. De 
pildá, ín seria Bed Nature, teritoriul privat al dormitorului se mixeazá cu cel public 
al peisajului, urban sau nu, rezultánd o multitudine de trasee de interpretare ce 
trimit de la intimitatea violatá a omului recent, la contactul brutal cu “pámántescul” 
realitátii, la nevoia de evadare si la puritatea dorintei, configuránd o posibilá 
poeticé a cuplului íntr-o eré a vitezei, a pierderii de sine ín tentacularul 
informational al metropolei. 

Dintre proiectele sale recente, Family portrait series si Airscape series 
chestioneazá statutul imaginii si al textului ín era digitalá, trimitánd la prima citire 
la celebra polemicé dintre text si imagine. ínsá textul, care viruseazá accesul la 
fotografía peste care este suprapus, este un fals “text”, iar imaginea, o falsá 
“imagine”. Suprapunerea peste o fotografíe digitalá bluratá péná la indistinctia 
detaliilor a propriului cod ASCII face vizibilá structura sa interné, codul intim si 
acceseazá alte nivele de semnificare. Aruncat ca o mánusá ín fata privitorului, 
codul este o ¡nterfatá íntre fundaméntele imaginii si suprafata sa, iar afisarea sa o 
íncercare cu mijloace adecvate timpului nostru de a transmite incomunicabilul. 
Pseudo - textul astfel obtinut mediazá íntre imagine si privitor, índepártándu-l de 
realitatea conventionalá si scufundándu-l ín informatie puré. De fapt, el este un 
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mediator Tntre suprafata ¡maginii si suprafata granulará a conceptelor. Elementele 
ultime constltutlve ale ¡maginii digitale, Tn slne nemanlpulabile, nereprezentabile si 
aproape ¡ncomprehensibile sunt aduse astfel ín pllná luminá - Tntreprlndere 
Tntrucátva romántica, de a o torta sá transgreseze propriile granite si sá devoaleze 
ultima sa “realitate” - codul sáu “genetic”. 

ín fapt, recursul la realitatea intima a ¡maginii si exhibarea e¡ Tn aceastá formula 
atomizatá se asociazá unei Tntreprinderi similare ín ceea ce priveste realitatea 
¡nterioará a autoarei. Lumea sa intima este de asemeni desfácutá Tn bucáti, Tn 
particule, Tn cuante ¡nformationale. Particulele elementare care ne compun traseul 
Tn lume si Tn care se másoará gradul de fericire al individului sunt micile 
evenimente banale legate de cei dragi. 

Alegerea unei alte tari de rezidentá decát cea natalá si Tntálnirea unui “cod” de 
comunicare - cei al limbii, al obisnuintelor mentale - diferit este posibil sá se afle 
la originea dorintei de a-l aduce Tn prim plan, de a-l supune analizei si de a permite 
accesul la aceleasi realitáti umane generale. Istoria gesturilor m¡c¡ si a scenelor de 
familie devine universalá prin blurare - o istorie a oricáruia dintre noi. 

Seria Airscapes reía aceeasi formulá pentru a extinde cámpul cercetárü de la 
realitatea apropiatá a familiei la un punct de vedere ‘Tn zbor de pasáre”, ¡n care 
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escape and to the purity of desire, configuring 
a potential poetry of the couple in an age of 
speed, of losing oneself in the octopus-like 
informational network of the city. 

Among her recent projects, Family Portrait and 
Airscape question the status of the text and 
image in the digital era, alluding on a first 
reading to the famous conflict between text 
and image. However, the text, which denies 
access to the image it overlaps with, is a false 
“text” and the image is also “false”. The 
overlapping with a digital picture blurred until 
its own ASCII code becomes indistinct reveáis 
its internal structure and intímate code and 
triggers other levels of signification. Thrown like 
a glove in front of the viewer, the code is an 
interface between image fundamentáis and its 
surface whereas its display is an attempt to 
convey the incommunicable with the help of 
means appropriate to our time. The pseudo- 
text thus obtained mediates between image 
and the viewer, distracting him from conven- 
tional reality and submerging him in puré 
information. The viewer is a mediator between 
the surface of the image and the granular 
surface of concepts. The last constitutive 
elements of digital image, impossible to be 
manipulated and represented and almost 
incomprehensible, are thus brought to light - 
somehow a romantic undertaking meant to 
forcé it to transgress its own boundaries and to 
unveil its ultímate “reality” - its genetic" code. 
The appeal to the intímate reality of the image 
and its display in this atomized formula are 
associated with a similar undertaking related to 
the artist's inner feelings. Her inner world is 
also unfolded into pieces, partióles, informa¬ 
tional quanta. The fíat unimportant events 
related to our dear ones are the basic partióles 
which pave our way in the world and measure 
the individuáis degree of happiness. 

The decisión to reside in another country from 
the native one, along with and the encounter of 
a different “code” of communication - that of 
language and attitudes - is likely to be the 
source of the desire to bring it into the 
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foreground, to subject it to analysis and to 
allow access to the same general human 
reality. The history of small gestures and family 
scenes - everyone's history - becomes 
universal by being blurred. 

Airscapes resumes the same formula in order 
to expand research from the cióse reality of the 
family to a “bird's eye” point of view ¡n which 
the scene is synthetically and unemotionally 
observed from a height. Both Modeling and 


scena este observatá, slntetlc, de latnaltlme, cu detasare. Atát seria Modeling cat 
si Turkish Men’s Eyes’ Implica personaje reale manipúlate, rezultánd o poveste 
(seml) regizatá cu final neasteptat. Realltatea nu e la locul desemnat si Tntre 
aparenté si esentá se suprapun múltiple layere de Interpretare. ín Modeling, un 
personaj masculln pozeazá cu Implicare nalvá Tn rol femlnln. Modelul este 
blnecunoscutul Florín, cu dlzabllltátl mentale si aspect nátáng, angajat de UNAB 
(Unlversltatea Natlonala de Arte Bucurestl) si cunoscut tuturor absolventllor de 
arte plastlce de dupá ’90. Rezultatul este o sedlntá de modeling sleampátá, Tnsá 
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Tncárcatá de sensuri no¡. Imaginea “de reclamá”, compusá dupa regulile grafic 
designului contlne o ambiguitate structuralá care contrazice asteptárlle 
privitorului, fortándu-l sá-s¡ chestioneze prejudecátlle, stereotipurile cultúrale si 
soclale. 

Camera focuseazá pe detalll, fárá a dezválul mal mult decát este necesar pentru 
a scoate din context - din mljlocul florllor vlu cóbrate ale rochlel ¡es málnl oboslte 
si plcloare noduroase, de dupa buze rujate se láteste larg deschlsá o danturá 
Indigesta. Modeling este o poveste despre cum sa Tnvelestl o realltate trlstá ín 


Turkish Men’s Eyes’ serles engage genulne 
characters who are manipulated ¡n some way, 
resulting in a (semi)staged story with an 
unexpected end. Reality is not in the asslgned 
place and múltiple layers of Interpretaron 
overlap between essence and appearance. In 
Modeling, a male character ¡s naively involved 
in playing a feminine part. The model is the 
famous mentally disabled and silly Florín, 
employed by the UNAB (National University of 
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Art Bucharest) and known by all those who 
have graduated from Fine Arts since 1990. The 
result is a clumsy modeling session, yet full of 
new meanings. The “advertising” image 
composed according to the rules of graphic 
design contains a structural ambiguity which 
contradicts the viewers 1 expectations, forcing 
them to question their prejudices and their 
social and cultural stereotypes. 

The camera focuses on details, wlthout 
revealing what is more than necessary ¡n order 
to take the Image out of the context - 
weakened hands and gnarled legs protrude 
from the vivldly coloured flowers of the dress, 
the painted llps widely curved upwards reveal a 
set of ugly teeth. Modeling is a story about how 
to turn a sad reality into something cheerful and 
how to put an unmarketable product outslde 
the mainstream into an embellished package. 
The discussion revolves around the notion of 
marginal / deviant / rejected versus accepted in 
a very Balkan way (according to Harald 
Szeemann who selected the work for the 2003 
exhibition called Blood and Honey / Future's in 
the Balkans). Placed between the innocence 
displayed by “the model”, genuine desire and 
the subjacent grotesque of the scene, the result 
of Mihaela Kavdanska's undertaking is far from 
being trivial and has a subtle melancholy which 
goes beyond the turmoil of the vividly coloured 
flowers. 

Turkish Men’s Eyes’ is a social experiment 
focusing on the problem of vulnerabllity, of 
violating privacy, the notion of power and, 
somewhere in the background, the woman's 
condition in general and especially her 
particular status in Muslim societies. 

Harassed in the streets of Turkey by men's 
gaze “as sweet as the baklavas’’, the artist 
inverts the situation, taking on the role of the 
voyeur. Presentlng herself as an artist, she tells 
them that she wants to photograph their eyes 
for a project. While focusing the camera, she 
suddenly asks them to look straight at the lens 
“just like you did 5 minutes ago when you saw 
me walking down the Street”. 


haine vesele si despre cum introduci un produs nevandabil, Tn afara 
mainstreamului íntr-un ambalaj cosmetizat. Discutía se poartá ín jurul notiunii de 
marginal / deviant / rejectat versus acceptat, íntr-un mod cát se poate de 
balcanic (ín opinia lui Harald Szeemann, care a selectat lucrarea la expozitia Blood 
and Honey / Future's in the Balkans, ín 2003). Situat íntre ¡nocenta cu care 
pozeazá “modelul”, autenticitatea dorintei si grotescul subiacent al scenei, 
rezultatul íntreprinderii Mihaelei Kavdanska, departe de trivial, are o subtilá 
melancolie dincolo de efervescenta florilor viu colórate. 

Turkish Men’s Eyes’ este un experiment social ín cámpul de interes al cáruia sunt 
prinse problema vulnerabilitátii, a violárii intimitátii, notiunea de putere si undevaín 
fundal conditia femeii ín genere si mai ales statutul ei particular ín societátile de tip 
musulmán. 

Agresatá de privirile insistente, “dulcí ca baclavalele” ale bárbatilor de pe strázile 
Turciei, artista rástoarná situatia, preluánd rolul voyeurului. Prezentándu-se ca 
artist, le spune acestora cá vrea sá le fotografieze ochii pentru un proiect. ín timp 
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ce focuseazá, le cere brusc sá se ulte Tn oblectlv “cu aceeasl privire cu care te 
uitai la mine acum 5 minute cánd m-a¡ vázut trecánd pe stradá”. 

Ceea ce surprlnde aparatul sunt reactllle neprevázute, adesea comlce, ale celor 
ce cad pe neasteptate din pozltla prlvlleglatá a prádátorulul, a bárbatulul 
seducátor ce-s¡ flxeazá victima ín postura de oblect expus dorlntel altculva, lar 
ceea ce II se cere sá ofere (si sá plardá Tn aceeasl mlscare) este exact esenta 
mascullnltátü lor. Rezultá o ¡nvadare a ¡ntimitáff cu o fortá superloará de soc, 
datoratá atát aproplerll fizice cát si ¡nterpunerü aparatulul si cerlntel “pozel”, 
cerlntel schlmbárü atltudlnü de tlp masculln Tntr-una tiple femlnlná. 

Intentla autoarel de a expune fotografllle Tn format mare si Tntr-un spatlu strámt ar 
potenta efectul prlvlrllor careTtl penetreazá spatlul ¡ntlm, reslmtlt ¡nltlal de artlstá si 
transferat asupra prlvltorulul si ar Inversa din nou rolurlle. Senzatla de agreslune 
ar venl de aceastá datá din partea celor ce sunt de fapt la rándul lor agresatl. latá 
Tncá un comentarlu glumet asupra comportamentulul uman Tn genere Tn care sunt 
strecurate prln contrabandá lucrurl serloase. 


The camera captures the often comic and 
unpredictable reactions of those who 
unexpectedly lose the privileged position of the 
predator, of the seductive man who set eyes 
on his victim and appears as an object 
exhibited to anybody else's desire. What they 
are asked to offer (and lose in the same 
moment) is the very essence of their 
masculinity. The result is an invasión of privacy 
with a shocking superior forcé due to both the 
physical approach and the interposed camera, 
to the requirement of “the picture” and to the 
requirement of changing the masculine attitude 
into a feminine one. 

The artist's intention to exhibit the photographs 
in a large format and in a confined space would 
strengthen the effect of the gaze that invades 
your private space, initially felt by the artist and 
transferred to the vlewer and would reverse 
roles yet again. The feeling of harassment 
would come this time from those who are 
actually harassed in their turn. This is another 
humorous remark about human behavior in 
which serious things sneak surreptitiously. 


losif Király 

Reconstructii 

Reconstructions 

Anca Mihulet 

Reconstructions, a project by losif Király, 
¡nltlated ¡n 2000, describes the trajectory of 
a contemporary fláneur, documented by 
multl-perspectlve ¡mages. Time and space 
have been abandoned and are vlsually 
replaced wlth a phantasmagorlcal or, even 
phantasmaphyslcal construct, as Foucault 
puf ¡t - a series of ¡lluslons whlch constantly 
change thelr meanlng and mlx together. We 
might have the impresslon that thls ¡s an 
artificial world, when actually we are ¡n front 
of some time gafes, whlch dlsmantle the 
post-Kantlan order accordlng to whlch 
human dlmenslons are percelved wlth a 
certaln degree of flxlty and ¡nviolablllty. 
Tamlng space and time ¡s synonymous wlth 
acceptlng the end and abandonlng the ¡dea 
of future. Recording and rememberlng the 
past are part of a collectlve predlction of 
death 1 . Photography approprlates not only 
the subject, but also the passlng by of time. 
Even ¡f we place ¡t ¡n an eternal present, ¡t 
records moments that have passed. Wlth 
Reconstructions, losif Király flnds a solutlon 
to elude the dialectlcs of meanlng marked 
by space and time, prollferatlng and 
hlghllghtlng a speclflc locatlon by 
assoclatlng dlfferent types of time whlch do 


Prolectul luí losif Király, Reconstructii, Tnceput ín anuí 2000, descríe tralectorla 
unui fiáneur contemporan, documentatá prln ¡maglnl poll-perspectlvlce. Tlmpul si 
spatlul au fost sustrase si Tnloculte vlzual de un construct fantasmagorlc sau de 
ce nu fantasmaflzlc, cum ar zlce Foucault - o serie de iluzii care Tsl schlmbá Tn 
contlnuu sensul si se amestecá únele cu celelalte. Am putea avea ¡mpresla cá se 
creeazá o lume artificíala, cand de fapt ne aflám Tn fata unor ferestre Tn tlmp, care 
deturneazá ordlnea post-kantlaná conform cárela dlmenslunlle umane sunt 
percepute cu o oarecare flxltate si ¡nvlolabllltate. 
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Domesticirea spatiului si timpului este sinónima cu acceptarea sfársitului si 
anularea ideii de viitor. ínregistrarea si rememorares trecutului tin de o prevestire 
colectivá a mortii 1 . Fotografía apropriazá nu doar subiectul fotografiat, c¡ si 
trecerea timpului si chiar dacá o situám Tntr-un mereu prezent, ea ínregistreazá 
momente consúmate. Prin Reconstructii, losif Király gáseste o solutie de a se 
sustrage dialecticii sensului marcatá prin timp si spatiu, proliferánd si potentánd 
o anumitá locatie prin aláturarea unor timpi diferiti, care nu se succed, ci disloca 
fragila spatialitate. 



not follow one another, but dislodge the 
fragüe spatiality. 

Daily experience is configured like an 
accumulation of spaces or stasis, perceived 
by the artist as a theatre play with many 
acts. Time is local, being that innerfeature of 
every observation system. As an observer, 
the artist, “the prince who ¡s everywhere in 
possession of his own incógnito” 
(Baudelaire), has to create an event, 
deconstructing the real from the position of 
the other, who is the fl&neur. 

The fláneur is a type of modern hero, free to 
walk through the city, observlng and being 
observed, yet avoiding interaction with 
others 2 . According to losif Király, the city is 
not a locus of extreme commodlfication. The 
reconstruction stands out as something very 
familiar, sometimes even sentimental. The 
documentation of the city is not reduced to 
discovering urban prostitution - excessive 
advertisement, the exploited marginality or 
the districts with serialised apartment 
blocks; emphasis is laid on the labyrinthine 
structure of space and on the heterotopic 
fragmentariness of a city. 

This kind of flánerie can be understood as an 
attempt to re-privatise the social space, a 
reason why the prívate has a special impact 
within the Reconstructions. It is only there that 
time stands still, the place is separated from 
space 3 ; we deal with a different dimensión 
that has eluded everyday life. Griselda Pollock 
talks about “being home in the city”, which 
requires a privileged type of visuality, a certain 
stand and sometimes a certain distance kept 







by means of artistic exploration, discovery, 
social investigation, cultural pollcles and last 
but not least, tourism 4 . 


Experlenta cltadlná se constltule íntr-adevár ca o acumulare de spatü sau de 
staze, acumulare pe care artlstul o percepe asemenea unel píese de teatru cu mai 
multe acte. Tlmpul este local, filnd acea trásáturá Interna a flecárul slstem de 
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observare. Artistul, de pe pozitia de observator, “printul care este pretutindeni ín 
posesia propriului incógnito” (Baudelaire), trebuie sá creeze un eveniment, 
deconstruind realul de pe pozitia celuilalt, acel celálalt care este fláneur- ul. 


Photography lives by cloning reality, 
contributing to moving real time into a fourth 
dimensión, that of the virtual, which has 




substituted the real and has represented ¡ts 
absolute achievement. The present belongs 
to the screen, to the image. Reconstructions 
¡mply a certain fatality, a genetical mutation 
of space, time and of memory. 

Space turns time to such an extent that it 
makes room for memory, which, according 
to Bachelard, is “spatially rooted” 6 - 
spatialised. The Reconstructions series have 
been influenced by certain elements - the 
context in which the event is captured, the 
trame of mind experienced in the moment of 
recollection and the accumulation of some 
experiences from the moment the event 
took place until the moment of its 
remembrance. 

The recurrent image of the train ¡n 
Reconstructions accounts for space and 
time compression. The landscape revealed 
from the train is an oscillating one, jumping 
from fluctuations to linearity, from invention 
to obsolescence; it is an environment 
subjected to constant change, a corridor 
bordered by the oíd and the new 6 . The train 
causes a spatial and temporal collapse, its 
fast motion dissolves identity, produces and 
reproduces spaces; the traveller visually 
depends on the exterior. The train exists as 
an autonomous, arbitrary, flexible, unstable 
space, just like a city that is constantly 
changing. This means of transport is thus 
turned into an urban ready-made, into a tool 
of artificial socialization which accurately 
delimits space and time. 

The train creates a visual triad, varying with 
the traveller's position; therefore, he can 



Fláneur- ul este tipul eroului modern, liber sá se miste prin oras, observánd si 
lásándu-se observat, dar evitánd ¡nteractiunea cu altü 2 . Orasul Tn acceptiunea lui 
losif Király nu este un bous al comodificárii extreme, ideea de consum se poate 
spune cá lipseste cu desávársire. Reconstructla se profileazá ca ceva toarte 
familiar, uneori chiar sentimental. Documentarea orasului nu este redusá la 
descoperlrea prostitutiei urbane - publlcitatea Tn exces, marginalitatea mult prea 
exploatatá sau cartierele de blocurl trase la xerox; accentul cade pe structura 
labirinticá a spatiului, pe fragmentarismul heterotoplc al unel metropole. 

Acest tip de flánerie poate fi perceput ca o Tncercare de reprlvatlzare a spatiului 
social, motiv pentru care privatul are un impact aparte Tn cadrul Reconstrucpilor. 
Doar acolo, Tn interior, timpul se goleste, locul se separa de spatiu 3 ; avem de-a 
face cu o alta dimensiune care s-a sustras cotidianulul. Grlselda Pollock vorbeste 
despre “a fi acasá Tn oras”, fapt care presupune o vizualitate privilegiáis, o luare 
de pozitie si uneori de dlstantá prin explorare artística, descoperlre, investigare 
soclalá, polltlci sociale si nu Tn ultimul ránd turism 4 . 

Fotografía tráieste din clonarea realitátii, contribuind la mutarea tlmpulul real Tntr- 
o a patra dimensiune, a virtualului, care s-a substltuit realului si constituie 
realizarea lui absoluta. Prezentul apartine ecranului, imaginil. Reconstrucpile 
¡mplicá o fatalltate, o mutatie genética a spatiului, a tlmpului si a memoriei. 
Spatiul transforma timpul Tntr-o asemenea másuráTncát face loe memoriei, care, 
Tn oplnla lui Bachelard este “Tnrádacinatá spatial” 6 - spatializatá. Seria 
Reconstrucpilor este ¡nfluentatá de anumlti factori - contextul Tn care este surprlns 
respectivul eveniment, starea de spirlt din momentul amintiril si acumularea unor 
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expeliente din momentul Tn care a avut loe evenimentul si pana Tn momentul Tn 
care s-a ínceput amintirea acestuia. 

Compresia spatiului si a timpului se face simtitá prin recurenta imaginii trenului Tn 
cadrul Reconstrucfiilor. Peisajul revelat din tren este un spatiu care oscileazá, 
sárind de la fluctuant la liniar, de la inventie la obsolescentá; este un medlu mereu 
Tn schlmbare, un coridor marglnlt de vechl si nou 6 . Trenul provoacá un colaps 
spatial si temporal, mlscarea rapidá dlzolvá ¡dentltatea, produce si reproduce 
spatil; cálátorul este dependent vlzual de exterior. Trenul exista ca spatiu 
autonom, aleatoriu, flexlbll, instabll, asemenea unul oras Tn contlnuá schlmbare. 
Ceea ce face din acest mljloc de transport un ready-made de factura cltadlná, o 
unealtá de socializare fortatá, care dellmlteazá toarte exact spatlul si tlmpul. 
Trenul genereazá pe de-o parte o triada vlzualá, Tn functie de pozltla pasagerulul; 
astfel, prlvlrea poate f¡ Tndreptatá frontal, Tn dlrectla de mers sau contrar dlrectlel 
de mers. Pe de altá parte, este creatá o vlzualltate Tn mlscare. Acelasl punct din 
spatiu va f¡ vazut la momente dlferlte de persoane dlferlte, reallzándu-se vlzualitáti 
múltiple, care se suprapun prin succeslune rapidá. 

loslf Klrály utlllzeazá acest tlp de experlentá Tn elaborares imaginilor sale. Spatlul 
capátá o structurá narativá, nefinisatá, filnd perceput Tn functie de afinitatlle electlve 
ale artlstulul. Prin aláturári neasteptate, cosmarul suburban ajunge sá fie suprapus 
vlsului urban, la fel cum un spatiu gol, fárá sens, devine sugestlv. Perceptla artlstulul 
asupra orasulul are un carácter dlalectlc, Tnsá nu Tn sensul gándlt de Walter 
Benjamín. Sugestla timpului se reallzeazá prin productla de ¡storii autoblografice 
bazate pe amlntirl ale locurilor. Sugestia spatiului se realizeazá prlntr-o multlpllcltate 


look ahead, ¡n the dlrectlon the traln ¡s 
movlng or contrary to it. On the other hand, 
the effect of a moving vlsuallty ¡s created. 
The same polnt ¡n space can be seen at 
dlfferent moments by dlfferent Individuáis, 
creatlng many types of vlsuallty, whlch 
overlap in rapld sequence. 
losif Klrály uses thls type of experlence to 
elabórate his images. Space acqulres an 
unflnlshed narratlve structure, belng 
perceived according to the artlst's electlve 
affinltles. By unexpected assoclatlons, the 
suburban nlghtmare overlaps with the urban 
dream, the same way as an empty 
meanlngless space becomes eloquent. The 
artlst's perceptlon of the clty has a dlalectlc 
character, yet not ¡n the sense Walter 
Benjamín proposed. Time is suggested by 
the production of autoblographlcal histories 
based on memorles of dlfferent sites. Space 
¡s suggested by a multlpllclty of supervised 
spatlalities that exist only to the extent to 
which the camera can provlde ¡t. 
Technlcally, the arrangement of the 
transparent layers, more speclfically of some 
Images on other images, confers the overall 
vlew a picturesque and, at the same time, 
dlscurslve and llngulstlc aura. It stands for 
the hlstorical message of photography, as 
described by Roland Barthes. Each ¡mage 
has certaln codes "the readers" deelpher 
wlth thelr knowledge, just like a text whlch 
only becomes meanlngful ¡f we are familiar 
wlth slgns and symbols 7 . 

The spaces chosen as toplcs of the 
Reconstructlons, be ¡t a traln, a brldge, a 
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market, a park or an apartment, undergo a 
super-exposure generated by temporal 
transparency, exploslve most of the times - 
the hour and the date are sometlmes visible 
¡n the photo, as summer and wlnter coexlst, 
creatlng an extenslve network. Emphasls ¡s 
not laid on surfaces, but on thelr roots. Time 
and space face each other ¡n a narratlve 
confrontatlon. Thls time, photography no 
longer suppresses time, but allows ¡t to 
unfold ¡n order to send space ¡nto a virtual 
world, ¡nto hyper-reallty. Thls has nothlng to 
do wlth artlflclallty or “the death of the 
subject”, ¡t ¡s exactly the opposlte. loslf 
Klrály manages to hlstorlclse and 
“behavlourlse” certaln spaces and sltuatlons 
by means of “¡mages that become more real 
than the real” 8 . 

We have mentloned the fatallty of the 
Reconstructions and the way ¡n whlch such 
an approach changes perceptlons. The 
greatest danger appears the moment a 
space that has suffered radical changes or 
no longer exlsts ¡s documented. At that very 
moment, the Individual, the landscape, time 
and space are no longer perceived as 
scenery; the ¡rrepresentable ¡s represented 
¡nstead. 

The observaron process of loslf Klrály 
places the vlewer wlthin the scoplc regime, 
engages hlm, golng beyond the emplrical 
type of looklng characterlsed by Walter 
Benjamln's fláneur, thus relnforclng Sartre's 
conclusión - “the ¡mage ¡s not an act, but a 
cholee” 9 . It ¡s ¡mposslble to choose a 
posltlon ¡n space meant to offer “an Inclusive 
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de spatlalltátl, tlnute sub observatle si care exlstá doarín másura permlsá de aparat. 
Din punct de vedere tehnlc, dlspozltla straturllor transparente, mal exact a unor 
¡maglnl peste alte ¡maglnl, conferá tabloulul general o aurá plcturala si Tn acelasl 
tlmp discursiva, llngvlstlcá. Este vorba despre mesajul ¡storlc al fotograflel asa 
cum TI descría Roland Barthes. Flecare Imagine are anumlte codurl pe care 
“cltltorul” le desclfreazá ín functle de cunostlnte, asemenea unul text care capátá 
sens doar dacá se cunóse semnele si slmbolurlle 7 . 

Spatllle álese ca sublect al Reconstructiilor, fie cá este vorba despre tren, pod, 
plata, pare sau apartament, cunóse o supra-expunere generatá de transparenta 
temporalá, de cele mal multe orí explozlvá - ora si data se Tngrámádesc pe 
imagine, se Tntrepátrund, vara si ¡arna exlstá Tn acelasl tlmp, creánd o retea 
extensiva. Accentul nu cade atát pe suprafete, el pe rádáclnlle lor. Spatlul si 
tlmpul sunt puse fatá Tn fatá, Tntr-o Tnfruntare naratlvá. De data aceasta, fotografía 
nu mal subjugá tlmpul, el TI lasá sá se desfásoare pentru a trlmlte spatlul Tn 
vlrtualltate, Tn suprarealltate. Nu este vorba alcl despre artlflclalltate sau despre 
“moartea sublectulul”, el este toemal opusul. loslf Klrály reuseste ¡storlclzarea si 
“comportamentallzarea” unor spatil si sltuatü, prln ¡ntermedlul unor “¡maglnl care 
devln mal reale decát realul” 8 . 







Am vorbit ma¡ sus de fatalitatea Reconstrucp'ilor, despre felul Tn care o asemenea 
abordare altereazá perceptiile. Pericolul cel mai mare survine Tn momentul ín care 
este documentat un spatiu care a trecut prin modificári radicale sau care nu mai 
exista. ín acel moment, ¡ndívídul, peisajul, timpul si spatiul dispar ca scene; este 
reprezentat ireprezentabilul. 

Procesul de observatie al lui losif Király situeazá privitorul ín ¡nteriorul regimului 
scopic, íl implica, depásind tipul empiric de privire al fláneur -ului lui Walter 
Benjamín, demonstránd astfel concluzia lui Sartre - “¡maginea nu este un act, este 
o alegere” 9 . ín spatiu, alegerea pozitiei care sá ofere “experienta inclusivá” este 
imposibilá. Fiecare pozitie este implicatá Tntr-un proces de negociere a reiatiilor 
sale cu alte pozitii 10 . Imaginea este “singura formá spatialá” care poate guverna 
locatiile spectatorilor. Vointa de putere este implícita reprezentárilor cuprinzátoare 
ale orasului. Fláneur- ul, vorbesc aici si despre cel Tnchipuit de Walter Benjamín, 
nu face decát sá descríe díalectico-discursív orasul. Acesta interpreteazá 
hermeneutic imagini care i se reveleazá Tn drumurile sale, ¡magíní ate “practlcü 
cotldlene”. 

Vlzualltatea generatá de lumea dígltalá este prin excelentá una a cotldíanuluí, care 
se reproduce la infinit prin ¡ntermedíul ¡maglnllor. Artístul a devenit un vánátor al 


experlence”. Every posltlon ¡s ¡nvolved ¡n the 
process of negotlatlng ¡ts relatlon wlth other 
posltlons 10 . The image ¡s “the only spatial 
form” able to govern the vlewers' locatlons. 
The wlll of power ¡s ¡ntrlnslc to the broad 
representatíons of the clty. The fláneur, I am 
also referríng here to the one imaglned by 
Walter Benjamín, only describes the clty ¡n a 
dlalectlcal-dlscursive manner. He provldes a 
hermeneutic Interpretaron of ¡mages 
revealed to hlm ¡n hls ¡tlneraries - ¡mages of 
“everyday practlce”. 

The vlsuallty created by the digital world 
belongs, par excellence, to the daily 
existence, reproducing itself ad infinitum by 
means of images. The artlst has become a 
hunter of ¡mages, even ¡f thls practlce 
¡mplles aggresslveness, dlslocation and the 
¡dea of surpasslng the “model”. The balance 
between the real and the ¡maglnary can no 
longer be malntained, whereby the ¡mage 
runs the risk of becomlng a simulacrum. losif 
Király dlscovers a strategy to save the 
¡mage, resorting to the memory of time and 
space. Through Reconstructions, the artlst 
demonstrates the theory of Daniel L. 
Schacter who considerad that past 
memorles are favoured because we assign 
them emotlons and knowledge acqulred 
after the speclflc moment passed 11 . 

The clty ¡s the reposltory of the individuáis' 
memorles and of the past. Also, ¡t stands for 
a receptacle of cultural symbols and 
collectlve myths llke buildings, markets, 
brldges and parks, spaces documented by 
the artlst ¡n the project. 
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Benjamin's act was sensorial, “aural”; every 
image ¡s felt, lived and orally transmltted 
preclsely because the real should be 
preserved untouched. The photographlc 
nearness of reallty ¡mplles a certaln klnd of 
aggresslveness, leadlng to the restructurlng 
or reconstructlon of reallty "”as somethlng 
dlfferent, added or lost” 12 . The modern 
fláneur was satlsfled wlth walklng around the 
clty, collectlng evidence ¡n a somehow 
absent-mlnded and unpremedltated 
manner. Today the artist plays the role of a 
contemporary fláneur and changes the 
conceptlon of appreclatlng spaces whlle on 
the move, turnlng them ¡nto active spaces of 
representaron, of confllct, an ¡dea also 
found ¡n Henrl Lefebvre's Productlon of 
Space. 

The fláneur ¡s the most remarkable 
spectator and presenter of the modern 
world, related to contemporary art and 
vlews of urban space. He moves ¡n space 
and ¡n the crowd wlth a “vlscoslty whlch 
allows and prlvlleges visión”; he ¡s familiar 
wlth the urban and ¡s always urban ¡n the 
familiar envlronment 13 . 

Everyday Ufe recorded by loslf Klrály ¡n the 
project Reconstructions stlmulates the 
exertion of a type of vlsuallty orlented wlthln 
the space, whlch eludes the conventlonallsm 
of the photos that just deplcted space. 

The penetration into prívate areas captures 
aspects whlch lie below the level where 
vlslblllty beglns. Here space goes through a 
type of baslc experlence, belng used 
accordlng to a personal formula, thereby, ¡n 
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Reconstructii / Reconstruct¡ons_Budapest_2, 2005, detaliu / detail 


¡maglnllor, chlar dacá aceastá practlcá Implica agreslvltate, dislocare, depáslre a 
“modelulul”. Echlllbrul dlntre real si Imaginar nu mal poate fi mentlnut, si atuncl 
imaglnea rlscá sá se índrepte spre slmulacru. loslf Klrály descoperá o tactlcá de 
a salva Imaglnea, recurgánd la memoria spatlulul si tlmpulul. Prln Reconstructii, 
artlstul demonstreazá teoría luí Daniel L. Schacter, care considera cá amlntlrlle din 
trecut sunt favorlzate prln faptul cá le atrlbulm emotü si cunostlnte pe care le-am 
dobándlt dupá consumarea respectlvulul evenlment". 

Orasul este depozltarul amlntlrllor ¡ndlvlzllor si al trecutulul. Deasemenea, 
functloneazá ca un receptacol al slmbolurllor cultúrale si al mlturllor colectlve, cum 
arfl cládlrl, piete, podurl, parcurl, spatü documéntate de artist Tn prolect. 

Actul luí Benjamín a fost unul senzorlal, “aural”; flecare Imagine este slmtltá, tráltá 
si redatá oral tocmal pentru a pástra ¡ntact realul. Aproprlerea fotograflcá a 
realltátü comportá o oarecare agreslvltate, producánd restructurarea sau 
reconstructla realltátü “Tn ceva dlferlt, adáugat sau plerdut” 12 . Fláneur- ul modern 
se multumea sá parcurgá orasul, sá adune probe Tntr-o formá oarecum dlstratá 
si nepremedltatá. Astázl, artlstul Tsl exercltá rolul de fláneur contemporan si 
schlmbá conceptla apreclerii spatlllor Tn trecere, transformándu-le Tn spatii active 
de reprezentare, de luptá, Idee pe care o regáslm si la Henrl Lefebvre, Tn 
Productia spatlulul. 





Reconstrucpi / Reconstructions_Bucure?ti_llioara_2, 2001 - 2002 


Fláneur- ul este cel ma¡ de seamá spectator si prezentator al lumil moderne, ín 
relatie cu arta contemporaná si viziunile asupra spatiului urban. El se miseá ín 
spatiu si ín multime cu “o váscozltate care permite si privilegiazá vizlunea”; este 
familiar cu urbanul si íntotdeauna urban ín mediul familiar 13 , 
ínreglstrarea vietii zilnice practlcatá de losif Király ín prolectul Reconstrucpi 
stimuleazá exercltarea unel vizualitáti oriéntate ín interiorul spatiului, care se 
sustrage conventlonalismulul fotografiilor care ínfátiseazá spatiul. 

Incurslunea ¡n zone prívate surprinde aspecte care se afá sub pragul de unde 
íncepe vizibilitatea. Aid se petrece un tip de experientá elementará asupra spatiului, 
care este utilizat dupá o formulá personalá, ín esentá rámánánd mereu acelasi. 
Casa implicá un alt fel de memorie si de spatialitate; ea se tráleste si se consumá 
prin prezenta ocupantllor si prln amintirlle lor. Artlstul pátrunde din afará, lar sub 
actiunea prlviril sale tóate intimitátile sunt sacrifícate páná la “iluminarea detaliului”. 
Combinaría de empiric, cunoastere teoreticá, vointá de putere si practicá spatialá 
vorbesc ciar despre pierderea naivitátii privirii. Proiectul Reconstrucpi a creat 
locatii virtuale, ce uneori trimit la pictura metafizica íntr-o asa másurá íncát spatiul 
si timpul se mumificá, devenind relieve ale cotidianului, un cotidian pe care losif 
Király l-a imaginat íncá din anii '80 cánd íncerca sá ¡asá din izolarea ¡mpusá de 
comunisti prin manifestári cum ar fi performance- ul, mail-art-u\ sau fotografía. 


essence ¡t always stays the same. The 
house implies a different kind of memory 
and spatiality; it is experienced and 
consumed by the presence of its occupants 
and their memories. The artist comes from 
the outside and his act of looking makes all 
intímate things be sacrificed until “the detail 
is illuminated”. 

The combination of empiricism, theoretical 
knowledge, will of power and spatial 
practice clearly point out the loss of the 
naive act of looking. Reconstructions has 
created virtual locations which sometimes 
allude to metaphysical painting to such a 
great extent that time and space are 
mummified, becoming relies of everyday life 
¡magined by losif Király since the 1980s, 
when he was trying to step out of the 
isolation imposed by the communists by 
different ways of expression such as 
performance, mail-art and photography. 
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Dan Miháltianu - Liquid Matter 

Anca Mihulet 


Everyday practice has long been related to 
the marginalisation of society and surface 
tensions and perceived as counterculture. 
This ¡s the reason why the discourse on the 
subject of everyday lite engages the 
problem of space, habitation, ¡dentity and 
cultural productlon. Everyday Ufe dlffers from 
one society to another, ¡s based on tradltlon, 
speclflclty and an acceptance of the visible 
whlch becomes stronger than vlsuallty. 

If the taste for everyday Ufe and the 
prlvlleged non-evenlmental bear the mark of 
hlstory, of the L'École des Annales and then 
of the adepts of the Germán Alltags- 
geschlchte (hlstory of everyday Ufe), today 
they are an ¡nterestlng challenge to all those 
engaged ¡n the social mechanlsm. To 
accept the celebraron of everyday Ufe 
means to accept the whole reallty wlth 
respect to space, time, relatlonshlps and 
communlcatlon. 

However, there are certaln moments when 
everyday Ufe ¡s spllt, whereby ¡t enters 
another dimensión, causing ¡ncreased 
tensión, whlch ¡n turn causes radical 
changes. Here I am referrlng to maglc, 
hypnosls, sports competltlons, 
entertalnment shows, bulldlng sites ¡n the 
clty, wars or terrorlsm. These are actlons 
meant to questlon natural order, even ¡f they 
derive from the same premlses as dally 
actlvltles. They represent a sublimaron of 


Practica cotidiana a fost corelatá o lungá perloadá cu marglnalltatea socletátü si 
cu tenslunlle de suprafatá, fünd perceputá ca o contra-culturá. Acesta este 
motlvul pentru care dlscursul despre cotldian ¡mpllcá problemática spatlulul, a 
loculrü, a ¡dentltátü sau a product¡e¡ cultúrale. Vlata zllnlcá dlferá de la o socletate 
la alta, tiñe de o tradltle, de un speclflc si de o acceptare a vlzibilului, un vlzlbll care 
devine mal puternlc decát vlzualltatea. 

Gustul pentru cotldian si prlvlleglerea non-evenlmentlalulul au venlt dlnspre ¡storle, 
prln scoala Analelor, apol prln adeptü Alltagsgeschlchte (¡storle a cotldlanulul) din 
Germanla, pentru ca astázl sá constltule o provocare ¡nteresantá pentru toti cel 
angrenatl ín mecanlsmul social. Acceptarea sárbátorü vletll zllnlce constltule 
acceptarea realltátü totale cu prlvlre la spatlu, tlmp, relatü sau comunicare. 

Exlstá totusl anumlte momente cánd cotldlanul se dedubleazá, pátrundeíntr-o altá 
dlmenslune, provocánd o crestere de tenslune, care aduce íntotdeauna schlmbárl 
radlcale. Vorbesc alcl despre magle, hlpnozá, competltü sportlve, spectacole de 
dlvertlsment, santlere din incinta oraselor, rázboale sau terorlsm. Sunt actlunl 
menite sá deturneze ordlnea naturalá, chlar dacá se revendlcá de la aceleasl 
premlse ca si actlvitátlle zllnlce. Reprezlntá un subllm al cotldlanulul, avánd flecare 
proprlul cod si apartlnánd unor sisteme bazate pe alegere, pe declzle. 

Imaglnlle cotldlene nu trebule cáutate, el trebule lásate sá apará. Ele trebule sá 
apartlná íntotdeauna culva, sá facá parte din experlenta culva, care apol 
ímprumutá aceastá experlentá. Paul Vlrlllo afirma ín “Spatlul critic” cá destlnul 
orlcárel ¡maglnl este de a fi ín crestere 1 ; ín contextul ín care am atlns un extaz al 
clrculatlel, comunlcárü si populárü, ¡maglnea este slngura care are durabllltate si 
nu se teme de vid. 

Cartea luí Dan Miháltianu, Liquid Matter, abordeazá cotldlanul pornlnd de la 
premisa llchiditátll. Ceea ce este cu adevárat trált si ceea ce se presupune cá 
trebule trált ¡mpllcá o stare fluldá, nestructuratá, care pentru a fl definltá trebule 
esentlallzatá, trebule purlflcatá. Orlcát de transparent si ciar ar putea párea un 
dlscurs despre cotldian, acesta nu se reduce la gesturl banale sau la relatarea 
unoríntámplárl. 

Liquid Matter, prln complexltatea, acuratetea actiunllor si a reactlllor pe care le-a 
generat, a ajuns sá se ¡dentlflce cu personalltatea artlstulul. A devenlt 
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the everyday behaviour, each having ¡ts own 
code and belonging to systems based on 
choice and decisión. 

Everyday images should not be looked for. 
They have to allow themselves to appear. 
They always have to belong to somebody, 
to be part of the existence of somebody 
who adopts this type of experience 
afterwards. In The CriticaI Space Paul Virilio 
argued that the fate of any image is to be 
magnified 1 ; given that we have reached an 
ecstasy of circulation, communication and 
population, the image is the only durable 
entity which is not afraid of emptiness. 

Dan Miháltianu's book, Liquid Matter, 
approaches everyday life by having liquidity as 
a starting point. What is really experi-enced 
and supposed to be experienced implies a 
fluid unstructured State which, in order to be 
defined, has to be essentialised, purified. 
Irrespective of its transparency and clarity, the 
discourse on everyday life is not limited to fíat 
gestures or to an account of happenings. 

Due to the complexity and accuracy of 
actions and reactions it has generated, 
Liquid Matter carne to be identified with the 
artist's personality. It has become the 
demonstration of a lifestyle. Liquid Matter 
talks about the artist's possibilities of 
Crossing boundaries, of creating situations, 
of changing conceptions and perceptions, 
of always taking the form of the space he 
passes by. By paying avid attention to every 
place he visits, Dan Miháltianu appropriates 
that space, extracting its essence, 
preserving lucidity and transparency. 



demonstratia unui stil de viatá. Liquid Matter vorbeste despre posibilitátile 
artistului de a transgresa granite, de a crea situatii, de a schimba conceptii si 
perceptii, de a lúa mereu forma locului prin care trece. Prin atentia pe care o 
acordá fiecárui mediu pe care íl viziteazá, Dan Miháltianu Tsi apropriazá acel 
spatiu, extrágánd esenta, pástránd luciditatea si transparenta. 

Zygmunt Bauman, ín lucrarea sa “Modernitatea lichidá”, examineazá felul Tn care 
societatea se Tndreaptá de la o modernitate solida, centratá pe evenimente 
majore, spre una fluida, care asemenea lichidelor, este inaptá de a-si pástra 
forma pentru un timp índelungat. ín pliná modernitate lichidá, Dan Miháltianu Tsi 
creeazá propriul sistem de referirte, cercetánd fragilitatea, tranzienta, non- 
separabilitatea, lipsa de structurá si de definitii a lumii lichide, aspecto pe care 
artistul le-a avut Tn vedere Tncá din anii '80 Tn actiuni cum ar fi Titanio Vals sau 
Canal Grande (1986). 

Aceastá nouá ordine aduce cu sine concepto si metode reunite sub denumirea 
de Liquid Matter. Great Distillations, Liquid Cities, Alcohology, Degree 0, 
Windows Bucuresti-Berlin, Firewater sau Nouvelle Cuisine sunt ramificatiile 
acestei stári, flecare constituind o etapá aparte, mereu pusá Tn interactiune cu 
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Degree O, Glenfiddich, 2002 

celelalte. Fie cá este vorba despre accesul la apá, despre tranzactii financiare, 
despre transparenta politicá sau despre impactul báuturii si al culturii 
gastronomice asupra conditiei umane actúale, Dan Miháltianu sugereazá o 
globalizare precautá, constientá de púnetele nevralgice si sensibilitátile 
experientei individúale. 

Proiectele enumérate mal sus combiné o varietate de medii - video, fotografié, 
performance, interventie sau instalatie, rezultatul fiind o experientá vizualá 
complexa si un ambient care reuseste sá modereze tensiunile de suprafatá. 
Cartea Liquid Matter, apárutá Tn anuí 2002 reprezintá concluzia si produsul finit 
rezultat Tn urma acestor actiuni. Aceasta reuneste pe lángá selectia de fotografii 
si un glosar care introduce definitiile diferitelor stadii ale materiei lichide, alcátuit 
de Inke Arns si intitulat Alcohology Encyclopedia. 

Liquid Matter nu prezintá un exces de informatie, ci multiplica si explica ideea 
continutá Tn titlu, pe care apoi o difuzeazá prin intermediul acestei cárti. Cartea 
prezintá formatul unui jurnal, afisánd o pretiozitate aparte datoratá acelui stream 
of consciousness care acompaniazá Tnsiruirea imaginilor. Fotografiile se succed 
aleatoriu, fárá a se tiñe cont de momentul Tn care s-a produs actiunea sau de 


In his work “Liquid Modernity”, Zygmunt 
Bauman questions the way in which society 
passes from a solid modernity, centred on 
major events, to a fluid one which, like 
liquids, is unable to preserve its form for a 
long time. Dan Miháltianu creates his own 
system of reference, examining fragility, 
translence, inseparability, the lack of 
structure and definitions of the liquid world. 
All of them are aspeets the artist has been 
taking into account ever since the 1980s in 
works such as Titanio Waltz or Canal 
Grande (1986). 

This new order brings forth concepts and 
methods put together under the ñame of 
Liquid Matter. Great Distillations, Liquid 
Cities, Alcohology, Degree 0, Windows 
Bucharest-Berlin, Firewater or Nouvelle 
Cuisine are derivations of the liquid State, 
each being a special stage, interacting with 
the others. Whether talking about access to 
water, financial transactions, political 
transpareney or about the impact of drlnking 
and gastronomic culture on the present 
human condition, Dan Miháltianu suggests a 
cautious type of globalisation, aware of the 
sore points and sensibilities of individual 
experience. 

The above-mentioned projeets combine a 
variety of means - video, photography, 
performance, intervention or ¡nstallation, 
resulting in a complex visual experience and 
an environment that manages to ease 
surface tensions. Published in 2002, Liquid 
Matter embodies the conclusión and the 
finite product of these actions. Apart from a 
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photo selection, ¡t ¡ncludes a glossary 
created by Inke Arns, entitled Alcohology 
Encyclopedia, that introduces the definitions 
of the different stages of liquid matter. 
Liquid Matter does not provide an excess of 
information, but enlarges upon and explains 
the idea suggested in the tifie, conveyed 
afterwards by means of this book. The book 
has the format of a diary, revealing a 
particular preciousness due to that stream 
of consciousness that accompanies the 
chain of images. The photos come about 
randomly one after the other, without taking 
into consideration geographical location or 
the moment when the action took place. 
The only constant element is the presence 
of the artist and the spirit of the place which 
now appears to be incisive, now nai've, 
confusing or serene. 

The artist withdraws to another dimensión 
when he captures daily events which he 
allows to unfold without his intervention, 
instead choosing a comfortable distance. 
However, this does not happen with the 
works in Great Distillations. “The engine of 
the whole project has a symbolic character; 
each distillation extracts the essence of a 
specific event, story, person or location” 2 , 
The distillation practice is tied to an infernal 
set of rules and certain repetitive actions, 
involving certain risks. Thus, the result is 
always a surprise. 

The space where this process unfolds 
imposes the working method, the necessary 
materials and the product to be obtained, 
completed by the component of the given- 


locatia geograficá. Singura constantá este prezenta artistului si spiritul locului, 
care apare uneori incisiv, alteori naiv, deruntant sau seren. 

Artistul se retrage Tntr-o altá dimensiune atunci cánd Tnregistreazá evenimentele 
cotidiene, pe care le lasa sá se desfásoare fárá a interveni, alegánd o depártare 
confortabilá. Acest lucru nu se petrece ínsá ín cazul lucrárilor din seria Great 
Distillations, “motorul íntregului proiect, avand un carácter simbolic; flecare 
distilare extrage esenta unui anumit eveniment, a unei povestiri, persoane sau 
locatii” 2 . Practica distilárii e legatá de un regulament intern, de anumite actiuni 
repetitive, implicánd anumite riscuri, rezultatul fiind Tntotdeauna o surprizá. 

Spatiul Tn care se desfásoará acest proces impune metodele de lucru, materialele 
necesare si produsul care urmeazá a fi obtinut, la care se adaugá componenta 
mirosului degajat, a potentialului gust sau a aspectului cu componentele sale - 
culoare, transparenté, consistentá, concentrare. 

Distilárile nu promoveazá multidisciplinaritatea sau interdisciplinaritatea; 
potentialul lor este totalmente antidisciplinar 3 . Ele pleacá din cotidian si se 
revendicá de la o Tntreagá traditie, Tndeplinind o functie ciará - “producerea de 
báuturi alcoolice, parfumuri, elixiruri, dar si alte obiecte cu carácter de 
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multiplícate: cártl póstale, diverse publlcatll, fotografü, casete video si audio sau 
compact-dlscurl, Tntr-un cuvánt Great DistiHations Editions’"'. 

Modul Tn care Dan Miháltlanu reía experiméntele ín diversele locurl pe unde 
cálátoreste demonstreazá flulditatea cálátorlel si a practlcü artlstlce. Optlunea de 
a relua acelasl concept, Tnsá Tn felurl dlferlte, cu altfel de mljloace, Tntotdeauna 
hand-made, acceptánd provocarea ¡mpusá de asemenea procedurl se ínscrle Tn 
dorlnta de a depásl anumlte norme Impuse de socletate sau de slne Tnsusl, tara 
a vlza neapárat perfectlunea. 

Rememorarea actlunllor cápátá de flecare data alte Tntelesurl, reuslnd sá se 
sustragá exlgentelor tlmpulul, spatlulul sau orlentárllor politice. Dlstllarea se poate 
produce Tn orice condltü, scopul filnd producerea báuturü, nu consumulTn slne. 
ímbutellerea si etlchetarea nollor produse coincide cu artificarea acestora, un fel 
de patentare artística a unor llchlde cu un Tnalt contlnut soclo-polltlc. ín urmá 
ramán amlntlrlle unor experlente care nu se mai pot repeta, care sl-au constrult o 
¡storle a lor, dublurá a unor evenlmente apartlnánd unel modernltátl solide. 

Blue Angel, dlstllat obtlnut din soc, corelat cu momentul mortü Marlenei Dietrlch, 
Jubilee, llcoare dlstllatá din cereale, cartofl, melasá si vln cu ocazla anlversárü a 
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off smell, potentlal taste or aspect - colour, 
transparency, consistency and concen- 
tration. 

The dlstlllatlons do not promote multldls- 
clpllnarity or ¡nterdlsclpllnarlty; thelr potentlal 
¡s totally antl-dlsclpllnary 3 . They have 
everyday Ufe as a startlng polnt and derive 
from a whole tradltlon, havlng a olear 
functlon - “the productlon of spirlts, 
perfumes, ellxlrs and other serlallsed 
objects: postcards, varlous publlcatlons, 
photos, video and audio tapes or CDs, ¡n a 
word, Great DistiHations Editions M . 

The way ¡n whlch Dan Miháltlanu resumes 
hls experlments ¡n the dlfferent places he 
travels through, shows the fluldlty of the trlp 
and of artlstlc practlce. The optlon for 
resumlng the same concept, yet in dlfferent 
ways, wlth dlfferent means, always hand- 
made, acceptlng the challenge ¡mposed by 
such procedures, ¡s part of hls deslre to 
break certaln rules ¡mposed by soclety or by 
hlmself, wlthout necessarily asplrlng to 
reach perfectlon. 

Remembering the actlons acqulres other 
meanlngs every time, managlng to escape 
the exlgencles of time, space or polltlcal 
orlentatlons. Dlstlllatlon can be obtalned 
under any conditlons, the purpose belng not 
to consume, but to produce drlnks. 

Bottllng and labelling the new producís 
coincides wlth thelr turnlng into artefacts, a 
klnd of artlstlc patent for some llqulds whose 
content ¡s hlghly soclo-polltlcal. Memorles of 
some unrepeatable experlences that have 
bullí up thelr own hlstory, a backup of 
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certain events belonging to a solid 
modernity, lie behlnd. 

Blue Angel, a distillation obtalned from eider, 
correlated wlth the moment of Marlene 
Dletrlch's death, Jubilee, a llquor dlstllled 
from cereals, potatoes, molasses and wlne, 
on the occaslon of the 50th annlversary of 
the end of the Second World War, or 
Frontlers, dlstllled from hop, the essence of 
the artlst's ¡nterventlon ¡n Canterbury, all 
have thelr own ¡mage and dlscourse. 
Firewater ¡s a product obtalned from fruit, 
sorted seeds and varlous plants collected 
from the parks of New York. It ¡s fermented 
¡n plástic contalners ¡n an apartment ¡n 
SoHo, then dlstllled ¡n a cooper reclplent on 
the premlses of “Art ¡n General” and poured 
¡nto bottles gathered from the streets of 
Manhattan. The ¡mages on the labels 
represent the artlst's own vlew of the hlstory, 
polltlcs and culture of USA from an arbltrary, 
fragmentary and subjectlve perspectlve. 
Every ¡mage presented ¡n Liquid Matter 
contalns traces of prevlous projects; exhlbltlon 
¡nterlors are mlxed wlth locatlons from 
dlfferent towns or wlth landscapes whlch 
trouble the order of thls phenomenologlcal 
narratlve. Collectlons of bottles and labels, 
serles of essences, extracts and llquors talk 
about a productlon of slgns and slgnlficatlons, 
not of an Industrial one. 

The project Nouvelle Cuisine is represented ¡n 
the book by an assoclatlon of ¡mages whlch 
reveáis the amblguous and often hilarlous 
relatlonshlp between the consumer and the 
way of servlng particular dlshes. The Nouvelle 


50 de anl de la sfársltul celul de-al dollea rázbol mondlal sau Frontiers, dlstllat din 
hamei, esenta ¡nterventlel artlstulul ín Canterburry beneflclazá flecare ín parte de 
o Imagine si un dlscurs proprlu. 

Firewater este un produs obtlnut din fructe, semlnte selectate si diverse plante, 
adúnate din parcurlle newyorkeze. Este fermentat ín contalnere din plástic íntr-un 
apartament din SoHo, dlstllat apol íntr-un reclplent din cupru la sedlul Art ¡n 
General si turnat ín stlcle coléctate de pe strázlle din Manhattan. Imaglnlle de pe 
etlchete reprezlntá vlzlunea personáis a artlstulul cu prlvlre la ¡storla, política si 
cultura Statelor Unlte, dlntr-o perspectlvá aleatorle, fragmentará si sublectlvá. 
Flecare Imagine prezentatá ín Liquid Matter contlne fránturl din prolecte 
anterloare; ¡nterloare de expozltle sunt amestecate cu locatü din dlferlte orase sau 
cu pelsaje care perturbá ordlnea acestel naratlunl fenomenologlce. Colectü de 
stlcle si etlchete, serü de esente, extracte si llchlorurl vorbesc despre o productle 
de semne si semnlflcatü si nu despre o productle Industriáis. 

Prolectul Nouvelle Cuisine este reprezentat ín carte prlntr-o asoclatle de ¡maglnl 
din care relese relatla amblguá, de multe orí Hará dlntre consumator si modul de 
serviré al anumltor felurl de mancare. Conceptul de Nouvelle Cuisine presupune 
degajare, fluldltate a ¡ngredlentelor si a preparárü, culmlnánd cu delectarea 
vlzualá. Dan Mlháltlanu alege componente cullnare banale, cu care prlvlrea si 
gustul sunt oblsnulte, paroxánd relatla dlntre cultura gastronomlcá si erotlsm. 
Liquid Cities, o altá serie de vldeo-stlll-url ¡nclusá ín carte, constá ín "cercetarea 
vlzualá a ¡nteractlunü dlntre pozltla geopolltlcá, stllul de vlatá global si fondul cultural 
local al unor aglomerári urbane." 6 Atltudlnea llchldá fatá de oras ¡mpllcá un tranzlt 
perpetuu si contactul cu felurite comportamente sau mecanlsme urbane. Actlunlle 
nu comportá vreo permanentá si sunt de multe orí absurde si chlar obscene. 
Imaglnlle se completeazá una pe cealaltá chlar dacá nu redau acelasl spatlu. 
Artlstul alcátuleste mozalcurl de fotografü, foloslnd la maxlm resursele locurllor pe 
care le documenteazá. Orlentarea spatlalá nu prezlntá o prea mare ¡mportantá; 
accentul se pune pe evocarea unor locurl famlllare, cu íncárcáturá emotlonalá. 
Imaglnea este uneorl agreslvá, generánd o stare de dlsconfort, datorltá 
caracterulul de supraveghere; unghlurlle álese sunt total neconventlonale (¡maglnl 
íntoarse la 180 de grade), de multe orí dánd ¡mpresla unor fllmárl ¡legale. 
Reclámele cu destlnul lor efemer, pllmbarea cu ferry-boat-ul spre o destlnatle 
conslderatá monumentalá si durabllá cum ar World Trade Center, care astázl este 
doar o amlntlre, retragerea banllor de la bancomat, schlmbarea tramvalulul, 
asteptarea, ¡ncurslunea íntr-o pareare, fasclnatla fatá de orasul din lego tln de o 
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Cuisine concept ¡mplies disengagement, 
fluidity of ¡ngredients and preparation, 
culminating ¡n visual dellght. Dan Miháltlanu 
chooses ordinary ¡ngredients, familiar both to 
the eye and to the taste buds, highlighting the 
relationship between gastronomic culture 
and eroticism. 

Liquid Cities, another series of video-stills 
¡ncluded in the book, consists of “the visual 
examination of the interaction between the 
geopolitical position, the global lifestyle and 
the local cultural background of some urban 
agglomeratlons” 5 . The liquid attltude 
towards the clty ¡mplies an ongolng translt 
and contact wlth dlfferent ways of behavlng 
and urban mechanlsms. The actlons do not 
have any sense of permanence and most of 
the time they are absurd and even obscene. 
The ¡mages complete each other even ¡f 
they do not render the same space. The 
artlst creates mosalcs of photos, fully 
exploltlng the resources of the places he 
documents. Spatial orlentatlon ¡s not of 
paramount ¡mportance; emphasls ¡s lald on 
the evocation of certain familiar places that 
have an emotlonal charge. 

The ¡mage ¡s sometlmes aggresslve, 
causlng dlscomfort because of ¡ts 
survelllance mlsslon; the chosen angles are 
totally unconventlonal (¡mages turned 180 
degrees) and for the most part glve the 
¡mpresslon of belng taken ¡llegally. 
Advertlsements doomed to be ephemeral, 
the voyage by ferry to a monumental and 
everlastlng destlnatlon llke the World Trade 
Center, a thlng of the past today, money 


muzelflcare si o reabllltare a evenlmentelor, care determiné Tn final dlluarea 
acestora 6 , ínsá fárá a violenta ín vreun fel cotldlanul. 

Prolectul Windows. Bucuresti-Berlin s-a concretlzat prln amplasarea unul panou 
luminos ín Alexanderplaz din Berlín, ín ¡nterlorul cárula se afla un póster cu 
fotografü reprezentánd spatü presupuse a f¡ fost supravegheate ínalnte de 
cáderea Zldulul Berllnulul. Dan Miháltlanu a ales ¡postaze din ¡nterlorul 
apartamentelor si atellerelor sale detlnute ín Bucurestl si Berlín, pe care le 
alterneazá cu ¡maginl de strázl si cládlrl din aceleasl orase, care pástreazá 
reclame din perloada comunlsmulul. ín centrul mozalculul de fotografü se aflá sigla 
RFT, fost mare producátor de electronlce ín Germanla de Est, recunoscut si 
pentru dlstrlbutla de echlpamente de supraveghere. 

Odatá centre ale tostel puterl, aceste locatü par llpslte de ¡mportantá si plerdute 
ín tlmp, dezorlentánd privitorul, care se vede mutatíntr-o lume strálná, ¡realá. 
Liquid Matter este o experlentá cu carácter ¡ntrospectlv, care dezvoltá un al 
saselea slmt, acela al llchldltátü, contrabalansánd ¡storlzarea exceslvá a 
mentalltátllor, a vletll zllnlce sau a sexualltátü. Evenlmentele lichide nu trebule 
minlaturlzate, deoarece ele sunt puré, origínale, lar prln excentrlcltatea aflsatá 
luptá ímpotrlva rutlnel si a epulzárü. 

Cotldlanul ¡nstaureazá o prevlzlbllltate care determiné contlnultatea rutelor zllnlce. 
Sistémele de norme si codurl comaseazá trecutul si vütorul íntr-un prezent slgur, 
care poate f¡ cunoscut si controlat. Llchldltatea socletátü contemporane provine 
din “fluldltatea traseelor, rapidltatea transportulul, caracterul llzlbll si accesibll al 
semnelor si reperelor care populeazá spatlul” 7 , accesul la ¡nformatle, clrculatla 
ideilor, poslbllltatea de a ¡nova si de accepta dlferentele. 

Tralectorille cotidlene ale artlstulul se defínese ín functle de cellaltl si de actiunlle 
acestora. ín anü '80, Dan Miháltlanu a fost adeptul artel povera, realizánd íncá de 
atunel lucrán Interiorízate, ín care realltatea personalá se sustrágea realltátü 
oficíale. Oblectele gáslte, fluldele sau jurnalul de artist tlp carte sunt concepte 
recurente ín prolectele artlstulul. ín acea perloadá, Dan Miháltlanu oblsnula sá 
ínreglstreze parcursul zllnlc prln ¡ntermedlul unul aparat de fotograflat camuflat, 
pentru a nu atrage atentla. Astázl, supravegherea este parte ¡ntegrantá din vlata 
zllnlcá, fárá a mal f¡ perceputá ca un perlcol; ¡maglnlle din Liquid Matter continué 
aceste principii. 

De alcl derivé llchldltatea gestulul artlstlc si tendlnta de a transforma. Ajungem din 
nou la actul slmbollc al dlstllárü, la productia de lichide si apol la colectlonarea lor 
sub forma unel ¡storli lichide, sublectlve, íntr-o continué curgere si transgresare. 
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taken out from ATMs, changing trams, 
waiting, the incursión in a parking lot, 
fascinaron for the Lego city are related to 
the museumification and rehabilitation of 
events, which finally causes their dilution 6 , 
yet without causing violence to everyday lite. 
The project entitled Windows. Bucharest- 
Berlin materialised by placing a lit panel in 
Alexanderplaz, Berlin, inside which was a 
póster of photos showing spaces which are 
thought to have been supervised before the 
fall of the Berlin Wall. Dan Miháltianu chose 
hypostases of his apartments and workshops 
in Bucharest and Berlin, alternating them with 
images of streets and buildings in the same 
cities that preserve advertisements dating 
from the communist period. In the middle of 
the photo mosaic one can see the RFT 
abbreviation, a renowned producer of 
electronic equipment in East Germany, also 
famous for its surveillance equipment. 

Once centres of the former power, these 
locations seem to be insignificant and lost in 
time, confusing the viewers who see 
themselves moved into a strange, unreal 
world. 

Liquid Matter is an introspective experience 
which develops a sixth sense, that of 
liquidity, counterpoislng the excessive 
hlstoricisatlon of mentalities, everyday lite 
and sexuality. The liquid events should not 
be mlniaturised because they are puré, 
original and fight against routine and 
exhaustion by their overt eccentricity. 

The everyday institutionalises a kind of 
predictability which determines the 
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continuity of daily routes. The system of 
rules and codes compresses the past and 
the future ¡n a secure present that can be 
known and controlled. The llquidity of 
contemporary soclety comes from “fluid 
routes, fast means of transport, legible and 
accesslble slgns and reference polnts that flll 
space” 7 , access to Information, the 
clrculatlon of ¡deas and the posslblllty to 
Innóvate and accept differences. 

The artlst's everyday routes are a defined 
functlon of the others and thelr actlons. In 
the '80s, Dan Mlháltlanu related to arte 
povera and ever slnce he has created 
¡ntrospectlve works in whlch personal reallty 
eluded the real one. The objects he flnds, 
the flulds and the book-llke artlst's dlary are 
recurrent concepts ¡n Miháltlanu's projects. 
Durlng that perlod, Dan Mlháltlanu used to 
capture everyday lite by means of a 
camouflaged camera so as not to attract 
attentlon. Today, survelllance ¡s part and 
parcel of daily lite, ceaslng to be perceived 
as a danger; the ¡mages ¡n Liquid Matter are 
based on these principies. 

They are the source of the llquidity of the 
artistic gesture and of the tendency to 
transform. We come agaln to the symbollc 
act of dlstlllatlon, to the productlon of llqulds 
and then to thelr collectlon under the form of 
a liquid, subjectlve and contlnuously flowing 
and transgresslng hlstory. 

Notes & References: see the Romanian versión 
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Vlad Nancá 

Cosmin Moldovan 

Vlad Nanea began hls career as a 
photographer ¡n 1999. One of the most 
famous young Romanlan artlsts, he is part 
of a new generatlon of photographers (¡t 
was not by accident that ¡n the year 2000 he 
was selected to take part ¡n the exhlbltlon 
Generation 2000 ¡n Romanian Photography 
held at CIAC). Conceptual artlst, theorlst, 
curator, trend-setter and agltator of 
Bucharest's underground movement, Vlad 
¡s permanently engaged in varlous cultural 
projeets. However, every now and then he 
flnds time to satlsfy hls need to take photos. 
Vlad, the photographer, ¡s fundamentally 
dlfferent from Vlad, the conceptual artlst. 
The former ¡s sensltlve, silent and fastldious 
to objeets and to the way ¡n which the flbre 


Vlad Nancá sl-a ínceput carlera ín fotografíe Tn 1999 si e unul dlntre cel mai 
cunoscutl tineri artlstl románl, fácánd parte dlntr-o nouá generatle de fotografl (nu 
Tntámplátor a fost selectat ín 2000 pentru expozltla Generatia 2000 Tn fotografía 
románeascá de la CIAC). ín acelasi tlmp artlst conceptual, teoretlcian si curator, 
trend-setter si agltator al underground- ulul Bucurestean, Vlad este ¡mpllcat ín 
numeroase prolecte cultúrale. SI totusl, din cánd Tn cínd mal gáseste tlmp sá-s¡ 
satlsfacá nevóla de fotografíe. Trebule spus de la ínceput cá Vlad fotograful este 
fundamental dlferlt de Vlad artlstul conceptual. Prlmul e senslbll, tácut, atent la 
oblecte si la felul cum fibra realitátii circula prin Imagine. Cel de-al dollea e abrazlv, 
ironic, sarcastlc uneorl, íntotdeauna cu chef de scandal, violánd cu orlce ocazle 
actualul. 

ín anü ’90, scena de arta contemporaná e domlnatá de artlstü optzeclstl care au 
avut si un ¡mportant rol formator pentru generatia 2000. Instltutü ca CIAC si 
Galería Nouá duc o polltlcá din ce Tn ce mal conslstentá de promovare a unel nol 
generatü de fotografl si artlstl video, prlntre care si Vlad Nancá. Generatia 2000 
(sau 2020, respectánd conceptul platformel adminístrate de artlst, www.2020.ro, 
ce íncearcá sá coaguleze comunitátlle Creative tiñere din Romanía) este prima 
generatie de artlstl románl care abandoneazá autopsia comunlsmulul si blopsla 
tranzltlel post-comunlste si íncepe sá observe íntr-un mod personal mutatüle, dar 
si constantele vletll de z¡ cu z¡ dlntr-o Románle íncá destul de confuzá, dar ín care 
lucrurlle se sedlmenteazá cu rapldltate. 


Din seria / from the series: British Experience, 2000 - 2001 
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Miezul dur al creatlel fotograflce a luí Vlad de pana acum TI reprezlntá lunga serle 
British Experience - cáteva sute de fotografü documentánd cálátorüle si tlmpul 
petrecut Tn Marea Britanle Tn perloada 2000-2001. Prlnclplul generator al unel 
mari partí a acestor fotografü e acelasl: culture clash -ul imanent se degajá din toti 
porll ¡maglnllor. Vlad se comportá ca un stráin (nu ca un turlst, cácl nu dá curs 
¡mpulsulul cultural Tn ¡maglnlle sale) si fotograflazá asa cum ar face-o un artlst 
stráin Tn Romanía, llpslt de predeterminar! de orice tlp. Rezultatul luí Vlad e atát o 
vasta colectle de ¡mpresü de cálátorle cát si materlalul unel auto-evaluárl post- 
fotograflce. íncercánd sá scape de sub tiranía calcululul pre-fotografic (fie el 
tehnlc, compozltlonal, tematlc, cultural), artlstul foloseste snapshot-u\ pentru a 
fotografía orice I se pare cá meritá fotograflat, fárá a sta sá mal studleze 
compozltla fotograflel si concentrandu-se pe redarea cát mal fldelá pentru privitor 
a ¡mpactulul ¡maglnll asupra artlstulul. Vlad Tncearcá astfel sá se transforme cát 
mal rapld din sublect Tn medlu, Tn canal de transfer al soculul, al ¡mpreslel, cátre 
privitor si cátre el Tnsusl. Cácl, spuneam mal sus, auto-evaluarea Tncepe cánd 
artlstul Tsl prlveste fotografllle si se Tntreabá “ce m-a determlnat sá fotograflez 
asta?” 

Experienta brltanlcá a luí Vlad e vlata de z¡ cu z¡, cum spunea Erden Kosova Tn 
textul sáu dedlcat acestel serü de fotografü, din care Tnsá llpseste acea asa-zlsá 
“adevaratá experlentá brltanlcá” cu aer post-lmperlallst, evldent, ¡ntens 
comerclallzatá si transformatá Tntr-un urlas banner outdoor. lar eu, gradul dol al 


of reallty ¡s revealed ¡n photographs. The 
latter ¡s abraslve, ¡ronlc, sometlmes sarcastlc, 
always eager to scandallse, vlolatlng the 
present on any occaslon. 

Durlng the 1990s the contemporary art 
scene was domlnated by artlsts of the ’80s 
who had a major role ¡n educatlng 
Generatlon 2000. Instltutlons llke CIAC and 
Galeria Nouá have a more conslstent pollcy 
to promote a new generatlon of photo- 
graphers and video artlsts, ¡ncludlng Vlad 
Nancá. Generatlon 2000 (or Generatlon 
2020, ¡f we use the ñame of the site 
admlnlstered by the artlst, www.2020.ro, 
whlch alms to unlte the young Creative 
communlties of Romanía) ¡s the flrst 
generatlon of Romanian artlsts that lays 
aslde the autopsy of communlsm and the 
blopsy of the post-communlst transltlon and 
starts castlng a personal glance not only at 
the mutatlons, but also at the relentless 
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aspects of everyday life ¡n Romanía, a 
country whích ¡s stíll confused, but where 
thíngs become deep-seated very quickly. 
British Experience - a few hundred photos 
documentíng his travels and tíme spent ¡n 
Great Britain between 2000 and 2001 has 
been the hard core of Vlad's photographs 


prívíríí, o percep ca o colectíe de ¡ntímítátí maí mult sau mai putín voalate. Desí mí 
se dezváluíe Tn flecare díntre cáutaríle sale estetíce, Vlad e maí degrabá candíd, 
nu obscen. Pot ghíci night-life -ul prin ¡nscríptííle de la metrou (Please keep feet off 
seats), ¡ntrevád sexTn fotografííle cu florí, síngurátate Tn portretele uneí perne. Vlad 
nu-m¡ aratá sí nící nu-m¡ povesteste experíenta británica. Mi-o oferá, cácí dupa ce 
fotografííle au venít de la laborator Vlad se aflá Tntr-o pozítíe símílará celeí Tn care 
má aflu eu, descoperínd fotografííle cu aceeasí surprízá, ca sí cum le-ar fi facut 


Din seria / from the series: Dowrt to Earth, 2001 - 2003 
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altcineva. Nu manipuleazá post-fotografic, poate doar ajusteazá culorile, 
mentinánd dupa cum si el spune, “estética unui profesionist”. Nu re-cadreazá 
aproape niciodatá, pástránd Tn copia pe hartie un subtil trame á la Cartier- 
Bresson (arogantá sau onestitate?). 

Epopeea cliseelor “vietii cotidiene” continuá cu Down to Earth, serie realizatá íntre 
2001 si 2003, ín care artistul se “apleacá” (literal chiar) asupra lucrurilor ce traiesc 
sub linia orizontului, sub nivelul privirii. Si Vlad gáseste Tn ele un automatism al 


until now. The generating principie of a large 
part of these photos ¡s the same: the 
immanent culture clash is revealed by every 
inch of the photos. Vlad behaves like a 
foreigner (not like a tourist, because he 
resists the cultural impulse in his images) 
and takes photos as any foreign artist 


Din seria / from the series: Down to Earth, 2001 - 2003 
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without any prejudice would do so ¡n 
Romanía. The result Vlad achíeves ¡s both a 
vast collectíon of travellíng ¡mpressíons and 
the material of a post-photographic self- 
evaluatíon. Tryíng to escape the tyranny of 
pre-photographíc calcularon (be ¡t 
technlcal, composltlonal, thematlc or 
cultural), the artlst uses the snapshot 
technlque ¡n order to take photos of 
anythlng he flnds worthy of belng captured. 
He does ¡t without studylng composltlon, 
almlng to accurately transmlt to the vlewer 
the original impact the ¡mage had on the 
artlst. Thus Vlad tries to qulckly transform 
hlmself from a subject ¡nto a médium, a 
channel to transmlt shock, ¡mpresslon, to 
the viewer and to himself. For, as I sald 
earlier, self-evaluatlon beglns when the artlst 
looks at hls photos and wonders “what 
made me photograph thls?” 

Vlad's Brltlsh experlence ¡s everyday Ufe, as 
argued by Erden Kosova ¡n hls text 
dedicated to thls serles of photos, yet 
devold of the so-called “real Brltlsh 
experlence” wlth an obvlous post-lmperlallst 
tinge, ¡ntensely commerclallsed and turned 
¡nto a huge outdoor banner. I, as the 
observer, percelve ¡t as a collectíon of more 
or less velled ¡ntlmacles. Though they are 
revealed to me ¡n any of hls aesthetlc 
quests, Vlad is rather candld than obscene. 

I can guess from the slgns placed ¡n 
underground statlons (Please keep feet off 
seats) that they speak about nlghtllfe, I catch 
a gllmpse of sex ¡n the photos of flowers and 
one of lonellness ¡n the portralts of a plllow. 
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efemerulul, al unel existente ¡repetablle ín tlmp si spatlu. Pe asfaltul urban sau pe 
pámánt, Tn ¡arbá sau pe apá se produc evenlmente estetlce, lar Vlad le 
ínreglstreazá, mal precaut decát Tn British Experience, mal atent la Tncárcátura lor 
cultúrala si estética, mal concentrat asupra finalitátü decát asupra procesulul. 
Exercltlul serlel Down to Earth e cel al valorlzárü cotldlanulul, atát de repetat Tn 
¡storla fotograflel, si totusl ¡ntens si personal pentru Vlad Nancá. Asfaltul e fundalul 
poemulul eplc deja consumat al urmelor unul cálne, al unel gropl Tncerculte de 
¡ndlcatoare fosforescente, ca un oblectlv deTnaltá securltate sau de mare perlcol. 
Un reflector stradal lumlneazá stranlu coroana unui copac; o prelatá patlnatá, cu 
schelet metallc acoperá monstruos si misterios ceva ce ar putea f¡ un automobll. 
O baltá verzule, un tobogán, un os desenat pe perete, un stencll “love ¡s ¡n the 
alr” sunt actorü unul film vázut Tntotdeauna de sus. Din tot decupajul - desl tóate 
fotografllle confín acea ecuatle (de succes) a hazardulul ce opereazá asupra 
banalului sl-l transformé Tn special - Tml atrag atentla douá. Imaglnea a dol cal 
surprlnsi Tn preludlul unul joc erotlc, Tntr-o curte ¡nterloará, are ¡mpregnatá Tn ea 






1 Downs, 2005 



Vlad does not show me his British 
Experience, ñor does he want to tell me 
about it. He offers it to me, because, after 
the photos have been processed, Vlad flnds 
hlmself ¡n a similar position to mine, 
discovering them with the same surprise, as 
if somebody else had taken them. He does 
not manipúlate them post-photographically, 
the most he does is adjust the colours, 
maintaining, as he says, “the aesthetics of a 
professional”. He hardly ever reframes them, 
keeping a subtle trame á la Cartier-Bresson 
(arrogance or honesty?) on the final print. 
The epic of “everyday lite” clichés continúes 
¡n Down to Earth, a serles completed 
between 2001 and 2003, ¡n whlch the artlst 
“leans” (even llterally) over the thlngs llvlng 
underthe horlzon Une, underwhat is ¡n sight. 
Vlad dlscovers ¡n them an automatlsm of the 
ephemeral, of an exlstence unrepeatable in 
time and space. Aesthetlc events take place 
on the urban asphalt or underground, ¡n the 
grass or on water. Vlad captures them more 
cautlously than ¡n British Experience, paylng 
more attentlon to thelr cultural and aesthetlc 
charge, focuslng more on the finallty than on 
the process ¡tself. 

The exerclse of valulng the quotldlan 
proposed by Down to Earth ¡s so much 
repeated ¡n the history of photography and 
yet, ¡t is Intense and personal for Vlad 
Nanea. The asphalt ¡s the background of the 
already consumed epic poem about the 
traces left by a dog, about a hole 
surrounded by phosphorescent slgns, llke 
tight securlty or a very dangerous site. A 
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Street spotlight lights a treetop ¡n a strange 
manner; a glazed tarp with a metal skeleton 
covers monstrously and mysterlously 
something that mlght very well be a car. A 
greenish pool, a sllde, a bone drawn onto a 
wall, a “love ¡s ¡n the alr” stencll ¡s the actor 
of a film always seen from above. Of the 
whole series, two photos catch my attentlon 
- though all the photos contaln that 
(successful) equatlon of the hazard, whlch 
acts upon the ordlnary and turns ¡t ¡nto 
something speclal. The ¡mage of two horses 
caught ¡n a prelude to an erotlc game ¡n an 
¡nner yard has the sensatlon of survelllance, 
of espionage ¡ngralned ¡n ¡t, just llke the one 
of a black dog lying on the edge of a 
swimmlng pool. The sltuatlon becomes 
emotlonally more serlous due to the tense 
photographlc relatlon: the photographer's 
eye watches closely, hunts the “andro- 
gynous” caballlne and the canlne black spot 
wlthout dlsturblng them whereas I, the 
vlewer, can only see the prey ¡n the most 
aesthetic moment of ¡ts formal exlstence. 
Ups and Downs (2005), the latest adventure 
¡n contlngency, reveáis Vlad Nanea ¡n a 
game of Snakes & Ladders (¡t beglns as a 
narratlve and comes back to the same place 
¡n order to begin as a similar story, the order 
of the photos at the exhlbltion being a solld 
proof of that) with jolnts and psychedellc 
orange shades counterpolsed over slldes 
and merry-go-rounds (chlldren's play- 
grounds are a recurrent motlf ¡n the artlst's 
photos, undoubtedly storlng more than a 
simple formal potentlal), over a felled tree 
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Din seria / from the series: Ups and Downs, 2005 






Din i 


s: Ups and Downs, 2005 



trunk (of an accused graphism) and a 
wooden bench (thus, in both Ups and 
Downs and Down to Earth I dlscover Vlad's 
preference for the “natural” layer of the 
urban apparatus, for wood, grass and 
everythlng related to the vegetal). Conslstent 
¡n hls approach, the artlst continúes to look 
closely and sllently at unlmportant thlngs, 
looklng for the beautlful where ¡t ¡s hardly 
llkely to appear. Any of them can or cannot 
be ups or downs. Rhetorlcally, ¡n the 
frontlsplece of the serles Vlad also visits a 
common place of the beautiful - a peacock 
whlch seems to be the excrescence of a 
bush - probably an accident wlth a personal 
valué that goes beyond power or the deslre 
for self-censorshlp. 


senzatla de supraveghere, de splonaj, la fel ca si cea a unul cálne negru la 
marglnea unel plsclne. Sltuatla cástlgá Tn ¡ntensltate emotlonalá prln tenslunea 
raportulul fotografíe: ochlul fotografulul supravegheazá, váneazá “androglnul” 
caballn si punctul negru canln fárá a le perturba, lar eu, prlvltorul, vád doar prada 
ín cel mal estetlc moment al exlstentel sale fórmale. 

Ups and downs (2005), cea mal recenta aventura Tn contlngent, nl-l dezválule pe 
Vlad Nanea Tntr-un joc de Snakes & Ladders (porneste Tntr-o naratlune ca sá se 
Tntoarcá mal apol Tn acelasl loe, pentru a pornl Tntr-o naratlune slmllará, fapt vlzlbll 
din dlspunerea Tn spatlul expozltlonal a fotograflllor) cu jolnt-url si degradeurl 
portocalll pslhedellce contrapuse toboganelor si ringhispilurilor (spatllle de joacá 
pentru copü sunt un motiv recurent Tn fotografllle artlstulul, Tnmagazlnánd Tn mod 
cert mal mult decát un slmplu potentlal formal), unul trunchl de copac tálat (de un 
graflsm acuzat) si unel bánel de lemn (descopár astfel si Tn Ups and Downs, ca si 
Tn Down to Earth apetenta luí Vlad pentru layerul “natural” din aparatul urban, 
pentru lemn, ¡arbá si tot ce Tnseamná vegetal). Consecvent Tn demersul sáu, 
artlstul Tsl continua observatia atenté si sllentloasá asupra lucrurllor nelnteresante, 
cáutánd frumosul acolo unde e cel mal putln probabll sá apara. Oncare dlntre 


acestea pot f¡ ups sau downs, la fel cum se poate ca niel unul sá nu fie up sau 
down. Retorlc, Tn ¡maglnea de frontlsplclu a serlei Vlad vlzlteazá si un loe común 
al frumosulul - un páun ce pare a f¡ excrescenta unul tufls - probabll un accldent 
cu o valoare personalá ce depáseste puterea sau cheful de auto-cenzurá. 

Vlad nu se llmlteazá la a f¡ doar artlst, “descoperlnd” de curánd 5 fotografl si 
orchestrándu-le debutul. Survolánd expoztla Wait... (2006), devln evidente 
temele si motívele luí Vlad care clrculá prlntr-o selectle fárá surprlze. Marwan 
Anbaky, Alina Andrel, Tudor Ene, Tudor Prlsácarlu, Lucían Stan marsazá pe 
acelasl model artlstlc ca si curatorul lor. Desl e mal tánár decát unü dlntre artistil 
pe care-¡ curateazá alcl, Vlad e o prezentá pregnantáín spatele acestel expozltü, 
unü ar spune chlar prea pregnantá, o prezentá ce le drcumscrle pe cele ale 
artlstllor íntr-o vlzlune coerentá, dar toarte putln flexlbllá. 

Consecvent ín stll si estetleá, onest, cáutánd cu Tncápátánare frumosul subtll si 
accidental, extrágándu-l apol prlntr-un tub cu fócala de 50mm, Vlad Nanea 
fotograful, ísl confirma talentul ín flecare prolect. Un tañar artlst complex si un 
curator abll, Vlad Nanea e deja un personaj influent al scenel contemporane 
románesti, care contrlbule permanent la aflrmarea unei generatü 2000+. 



Vlad does not llmlt hlmself to belng merely 
an artist. He has recently “dlscovered” flve 
photographers and organlzed their debut 
exhlbitlon. A blrd's-eye vlew of the exhlbltlon 
Wait... (2006) clearly reveáis Vlad's themes 
and motlfs whlch circuíate ¡n an unsurprlslng 
collectlon. Marwan Anbaky, Alina Andrel, 
Tudor Ene, Tudor Prlsacarlu and Ludan 
Stan follow the same artlstlc model as their 
curator. Though younger than some of the 
artlsts he curates here, Vlad ¡s a promlnent 
presence behlnd thls exhlbltlon. Some 
would say that hls presence ¡s too 
promlnent, clrcumscrlblng the artlsts' one ¡n 
a coherent, yet hardly flexible visión. 
Conslstent ¡n style and aesthetics, honest, 
stubbornly searchlng for the subtle and 
accldentally beautlful, extracting ¡t after- 
wards wlth the help of a 50mm lens, Vlad 
Nancá, the photographer, conflrms hls 
talent ¡n every project. A complex young 
artlst and a skllful curator, Vlad Nancá ¡s 
already a hlghly ¡nfluentlal ñame on the 
Romanlan contemporary artlstlc scene, 
bringlng hls steady contrlbutlon to the future 
acclalm of a 2000+ generatlon. 
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Gheorghe Rasovszky - Beauty will be convulsive or not at alí 

Cristiana Radu 


Gheorghe Rasovszky is one of the most 
unconventional visual artists of the 1980s with a 
particular kind of discourse and formative 
background. Rasovszky's contact with the 
specific sensitivity and cultural forms of 
postmodernlsm shaped a different trajectory for 
hlm than for hls collegues, and lead to a novel 
attltude towards art, politlcs and society. The 
interaction between the openness and popular 
aspect of mass culture and the elltism of 
Surreallsm's quest underneath the surface of 
reallty have glven birth to a singular territory. 
Surrealism, a movement aimed at the eliberation 
of the mlnd, an insurectlon act agalnst social 
llmltations and the establishment trancends art, 
having a real Impact on the contemporary 
worldview and openlng a different mindstate, 
seemingly more important and more ’real’ than 
the mundane, everyday reallty. The contempo¬ 
rary scientlfic worldview has dlstanced ¡tself from 
Modemlst comprehension, once more coming 
closer to ¡deas such as ¡rreversibllity and chance, 
seeming to take a similar point of vlew to that of 
the Surrealists. One of the main reasons behlnd 
the contemporary paradlgm shlft springs from 
new concepts that appeared in other fields than 
literatura and the visual arts, such as physlcs or 
philosophy: “the crisis of determinlsm”, the role of 
chance and dlsorder ¡n natural processes, 
Heisenberg's indetermination prlclple, the 
problem of Irreversible time, Kari Popper's visión 
on sclentific theories in the light of thelr being 


Gheorghe Rasovszky este unul dlntre cel mal nonconformlstl artlstl vlzuall optzeclstl, 
cu un dlscurs si un background formator particular. Contactul cu senslbllltatea si 
fórmele cultúrale ale postmodernltátü contureazá un traseu dlferlt de cel al majorltátü 
colegllor sal, conducánd la o raportare inédita la arta, polltlc si social. Intersectla 
dlntre deschlderea, popularul culturli de masá, si elltlsmul si cáutárlle 
suprareallsmulul pe sub plelea realltátü au dat nastere unul terltorlu singular. 
Suprareallsmul, mlscare orlentatáín principal spre ellberarea mlntll, act de ¡nsurectle 
ímpotrlva llmltárllor soclale, a establishmentului de orlce tlp, transcede arta, 
dovedlnd un real Impact asupra felului de a vedea lumea, asupra atlngerü unel stárl 
dlferlte, mal Importante si mal “reale” ca realltatea de z¡ cu z¡. Vlzlunea stüntlflcá 
actualá s-a dlstantat de tlpul de íntelegere modernlst reapropündu-se de concepte 
ca ¡reverslbllitate si hazard si abordánd o pozltle aproplatá de cea suprareallstá. 
Schlmbarea de paradlgmá a vremü a plecat íntr-o másurá ¡mportantá de la 
concepte nou-apárute ín alte domenü decát literatura sau artele vlzuale, precum 
flzlca sau filosofía: "eriza determlnlsmulul, locul hazardulul si al dezordlnü ín 
procésele naturale, prlnclplul ¡ndetermlnárü al luí Heisenberg, problema tlmpulul 
¡reverslbll (...), vlzlunea luí Karl Popper asupra teorlllor stüntlflce ín lumlna 
“falslflcabilltátil” mal degrabá decát cea a slmplel “verlflcabllltátl”, “paradlgmele” si 
“revolutüle stüntlflce” ale luí Thomas Kuhn” 2 si nu poate rámáne llpsltá de analogü la 
nlvelul constüntel estetlce. Reíntoarcerea valorllor pre-ratlonale si a trálrllor 
dlonlslace, aparltla mlcllor rellgü, a fenomenelor tlp New Age, ¡mportanta “trlbalá” a 
muzlcll, eruptla cotidlanulul ín artá si trálrea vletll ca arta sunt trásáturl deflnltorü ale 
unel epoel pe care Mlchel Maffesoli o numea a “slnerglel arhalsmulul si a dezvoltárü 
tehnologlce” 3 , marcatá de efemerul si de ¡ronllle postmodernltátü. 
ín acest context se sltueazá traseul ales de Gheorghe Rasovszky, adánc ancorat 
ín contemporaneltate dar tributar si fondulul arhale al ¡maglnarulul colectlv. Cu 
rádáclnl ín arta pop, pe de o parte, si ín suprareaüsm, pe de alta, arta sa este una 
violenté, ¡ncomodá vlzual si dlflcllá semantlc - un melanj toarte ¡mprobabü, ín care 
subculturlle punk sau new age sunt Ingrediente esentlale, lar ¡nfluentele 
naumlene, colate pe un schelet acut contemporan, íi modeleazá substantlal felul 
de a aborda realltatea cu varlantele supra / ¡nfra / meta etc. Trlmlterlle cultúrale 
sunt dlntre cele mal neasteptate, aparent ¡ncompatlblle, mergánd de la 
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Universal Selfportrait, 1991 
fotografié pe suport argentic, asamblaj / argentic, assemblage, 60x80 om 
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easy to be “forged” rather than of easyly 
“verifiable”, “paradigms” and the “scientific revo- 
lutions” of Thomas Kuhn” 2 , all of which cannot 
remain without consequences at the level of 
aesthetic consciousness. The retum of pre- 
rational valúes and Dionysian experiences, the 
development of phenomena such as New Age, 
the 'tribal' importance of musió, the eruptlon of 


presocratlcl la culturl rebele si rellgü margínale, Tnsá promovánd ca numltor 
común atltudlnl antl -establishment, cu accent pe llbertatea ¡ndlvldulul. 
Contamlnatá puternlc de atingerea cu domenille filosoflel, psihologiel, muzlcll arta 
sa urmáreste constant pulslunea constüntel cátre orlzonturl mal largl, lar dlncolo 
de Ironía sflchlultoare pe care píesele o poartá ca blazon se aflá o temática 
eclectlcá cu ¡nsertle Tn cotidlan si substrat exlstentlal. 

Lucrárlle sale - photo works, text works, video works - sugereaza spatü 
¡ncomensurablle juxtapuse sau ¡ntersectate, supra-layere ale realulul Tntru 
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explorarea cárora nu oferá niciodatá chei privitorului, c¡ mai degrabá reteazá cu 
obstínate traseele de interpretare facile, cáile bátute pe care le formuleazá 
obisnulnta. Personaje din vlata reala aláturate unor puré constructe mltologice 
convletuiesc nellnlstlt Tntr-o heterotople fascinantá, veselá si dramaticá. 
Fragmentaritatea exterloará este reversul coerentel ¡nterloare, lar ansamblul de 
mesaje emis de autor ín directla destinatarllor anonlmi tlnteste spre un proces de 
transformare superior. Prlvlnd luám parte la un quest pentru aflarea autenticulul 
íntr-o lume a artlflclulul, a rámánerü la suprafata ( superficia ) lucrurllor. De altfel, arta 


everyday Ufe in art and the experiences of Ufe as 
a form of art, all of these are defining features of 
an erathat Michel Maffesoli named “of synergy of 
archalsm and technologlcal development” 3 , 
shaped by the ephemeral and ironlcal nature of 
postmodemism. 

Gheorghe Rasovszky's artistic itinerary ¡s 
sltuated wlthln thls context, deeply rooted ¡n our 



age, but heavily indebted to the archaic layer of 
collective consciousness. With a background ¡n 
pop-art and Surrealism, his art ¡s violent, visually 
uncomfortable and semantically difficult - a very 
improbable mix, in which punk or New Age 
subcultures are essentlal ¡ngredients, and Gellu 
Naum's influences, glued to a very contemporary 
structure, shape his approach of reality, with its 
supra / infra / meta versions. 

The cultural references are unexpected, 
apparently incompatible, stretching from Pre- 
Socratic philosophy to rebel subcultures and 
marginal religions, having an antl-establishment 
attltude as common denominator and stresslng 
on the ¡mportance of individual freedom. Strongly 
contaminated by philosophy, psychology and 
music, his art is constantly observing the desire 
to expand consciousness to ever growing 
horizons, and behind the harsh irony that the 
artpieces exhibit, there is an eclectic thematic 
field with an existential grounding and roots in 
everyday lite. 

His works - photographs, texts and videos - 
suggest infinite spaces that intersect and 
juxtapose, superlayers that never offer the 
spectator easy ways of understanding but per- 
severently sever any confortable interpretation 
put forward by commonplace and habit. 

Real life characters Uve side by side with 
mythological constructs within a fascinating, vivid 
and dramatic heterotopia. The fragmentation of 
the exterior is countered by the coherence of the 
interior, and the messages emmited by the 
author towards his nameless viewers aim at a 
process of superior metamorphosis. 

By watching we take part in a quest for 


contemporaná se plaseazá ín mijlocul proceselor de cunoastere; ín cultura de 
masá, una dintre functiile artei este sá modifice constiintele. Atát un instrument al 
criticii sociale cát si o exaltare a individualitátii, lucrárile sale transced granitele 
dintre obiect si idee, arta si viatá, reality and beyond. 

Fotografía este doar unul dintre púnetele de plecare ín investigarea realitátii cu 
statut egal cu al altora - obiect, asamblaj, instalatie multimedia, picturá. Autorul 
lucreazá cu noile medii ínsá aplica moduri de abordare dadaiste si metodele de 
cercetare ale suprarealismului; irania, sarcasmul, dezmembrarea arbitrará a 
peisajelor cunoscute, a anodinului ínconjurátor, exploatarea abilá a magiei imaginii 
prelucrate, sunt metode de a submina un cod familiar, cel al modurilor instituite 
de gandiré, provocánd un travaliu psihic aproape inconstient spectatorului. Seriile 
fotografice Photograves, Dogs, Tensegrity, Poltergeist contin lumi fragmentare 
suprapuse Tntr-un amalgam arhetipal extrem, íntre cara se produc interconexiuni 
neasteptate; adesea un corp familiar se insereazá íntr-un contextín care prezenta 
sa e surprinzátoare, fácánd sensurile sá deraieze. Location Manager, Fake, 
Pantelimon Nebraska sunt atát filme video cát si serii fotografice ín care peisajul 
familiar al Bucurestiului si al personajelor sale este decontextualizat prin 
prelucrarea imaginii si aplicarea unei cu totul alte grile cromatice, conferindu-i 
impact vizual puternic si sensuri de citire proaspete. Imaginile pástreazá torta de 
soc a “muzicii favorite”, iar prelucrárile prin care trac reflectá preferinta autorului 
pentru zona maximei libertáti. Lucrárile capátá adesea culorile celebrelor eraste 
punk si vireazá ínspre un teritoriu degrevat de falsa sobrietate a “seriozitátii” 
declárate, pástránd ínsá resorturile seriozitátii jocului. 

Ludicul, fenomen de granitáín sine, oscilánd íntre realitate si irealitate, amestec 
íncárcat de subversivitate ínsemnánd aducerea irealului ín real (“jocul poate fi 
recunoscut prin modificarea, ín diverse grade, a conditiilor de echilibru dintre 
realitate si eu”, afirma Jean Piaget) este un element de bazá cu care opereazá, fie 
cá e vorba de Terra Nova, fie de apelul la jocul hazardului sau de relatia ludicá 
dintre imagine, text si muzicá. Terra Nova, lucrare prezentatá la Bienala de la 
Venetia, 2001 aduce ín prim plan un spatiu privilegiat, pe care-l purtám cu totii 
ascuns íntr-un pliu al constiintei, punánd ín scená fantasmele eterne ale omenirii. 
Prin prisma jocului, a imaginarului copiláriei, a unui basm ajungem la izvorul viu al 
creativitátii, fondul común al istoriilor fiecáruia. Este fascinantá iruptia fantasticului 
ín real, transformarea unor modeste realitáti domestice ín entitáti pline de o 
noutate ademenitoare sau ínfricosátoare, asa cum se reflectá ín ¡nnaginatia 
copilului sau cum vom fi luat cunostintá de ele ín copilária omenirii. Ajungerea la 
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Lácusta Boy, 2000, 70x100 i 





origini, aflarea locului unde ¡maginarul se varsá Tn realitate si unde íncep tóate 
povestile, postmodene sau nu, Tnseamná si rescrierea personalá, cáutarea de sine si 
modificareatn acelasi timp a peisajului interior. íntrucátva o íntreprindere alchimicá... 

Note: 

1 Bretón André, Nadia, Penguin Twentieth Century Classios, 1999 

2 Cállnescu Matei, cap. “Despre postmodernism; Epistemologie $1 hermenéutica: de la modernltate la 
postmodemltate”, pg. 261, Cinci tefe ale modemltátii, Pollrom, 2005 

3 Maffesoli Mlchel, Clipa eterna, Meridiane, 2003, Introduoere, pg. 15 

Dog nr 17, 2004, 70x100 cm 



authenticity in a world dominated by the artificial, 
by the superficial appearance (superficia) of things. 
Contemporary art places itself in the midst of 
comprehension processes; within mass culture, 
one of art's missions is to promote a change of 
consciousness. At the same time being an 








¡nstrument of social critique and a means for the 
celebraron of individuality, Rasovszky's works 
transcend the limits between object and ¡dea, art 
and lile, reality and what lies beyond. 
Photography is just one of the starting points for 
his investigatíon of reality, and it has an equal 
status with other means of expression: object, 
collage, multimedia installation, and painting. The 
author works with new media but utilizes Dada 
and Surrealist approaches: irony, sarcasm, the 
arbitrary dismantling of common landscapes, of 
the surrounding mundane, the able exploitation 
of the processed image's magic. All of these 
methods are used ¡n order to undermine a 
familiar code, that of usual ways of thinking, 
triggering an almost unconscious psychic 
process in the viewer. The series of photo- 
graphs, Photograves, Dogs, Tensegríty and 
Poltergeist contain fragmentary worlds that are 
juxtaposed onto an extreme archetypal mix, 
within which unexpected connections take 
place. Most often a familiar body is ¡nserted 
inside a context within which ¡ts presence is 
surprising, thus making meaning derail. 

Location Manager, Fake, Pantelimon Nebraska 
are series of video and photographic works in 
which the familiar landscape of Bucharest and its 
characters is decontextualised through the 
intervention on the image at the chromatic level, 
by applying a completely different scale. The 
resulting photo has a powerful visual impact and 
is equípped with a brand new meaning. The 
images retain the shocking forcé of the “favourite 
musió” and the interventions they go through 
reflect the prefference of the author for an area of 
máximum ffeedom. The works often take the 
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colors of the famous punk hairdos and shift their 
meanings towards a territory lacking the false 
sobriety of declared “gravity”, while retaining the 
seriousness of the game. 

The ludio dimensión, a borderline phenomena in 
its own right, constantly oscillating between reality 
and the unreal, a heavy mixture of subversión 
marking the placement of the unreal within the 
real (“play game can be recognized by the 
change, in different proportions, of the balance 
conditions between the real and the ego” stated 
Jean Piaget) is a baslc element of his works of art, 
be it in the Terra Nova series, or in the cali for the 
game of chance, orthe ludio relationship between 
image, text and musió. 

Terra Nova, a work presented at the Venice 
Biennial in 2001, brings forward a privileged 
space, that we all carry within us in a fold of our 
consciousness, a space that stages the etemal 
fantasies of humankind. Through the medíation of 
a game, of childhood imagery, of a fairy tale, we 
reach the source of creativity, the common 
background of our individual stories. The 
explosión of the fantastic within the real, the 
transformation of small domestlc reallties into 
entities full of frightening or awesome novelty is 
fascinating, as they are reflected In the imagination 
of the child or into the infancy of mankind. 

The quest for origins, for the place where the 
imaginary flows into reality and where all the 
(postmodem or not) fairy tales begin, also implies 
’rewriting’, one's personal manu-script’, a quest for 
one’s self and a metamorhposis of the inner land- 
scape. It ¡s somewhat an alchemic enterprise... 

Notes: see the Romanian versión 
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Dincolo de fotografié - subREAL 
Beyond Photography - subREAL 

Irina Cios 


One of the most consistent contemporary 
approaches to photography as a médium of 
artistic production is that of the art dúo 
subREAL 1 . Initiated in 1990 in Bucharest as 
a nucleus of visual and theoretic attitude 
based on an artistic manifestó, subREAL 
initiated a series of collective projects that 
questioned the effect of the Communist 
period on the mentalities and the social 
reflexes of collective behavior in relation to 
the ‘real’ as a reification of recent history. 
Starting from a post-structuralist position 
that advances deconstruction as the 
method for action, subREAL adopts “as 
working methods: silence, marching, being 
a snitch, the elevator, the exhibition, the 
effort, the research trlp, begglng, direct 
action, national cuisine, water, the TV set, 
the blcycle, girls, televisión, replacements. 
And all the others.” 2 

The period between 1990 - 1994 is a 
dlstinctive chapter in the actlvity of 
subREAL, whlch can be characterlzed by 
activlsm, performance and participation. 
The projects of thls period define 
themselves through a relational component, 
which had a successful impact on the local 
artistic context and made ¡t more dynamic. 


Unul dintre cele mai consistente demersuri ce abordeazá fotografía ca mediu de 
creatie artisticá contemporaná este cel al duo-ului artistic subREAL 1 . Initiatín 1990 la 
Bucuresti ca un nucleu de atitudine vizualá si teorética bazatá pe un manifest artistic, 
subREAL a initiat o serie de proiecte cu participare colectivá prin care au pus ín 
discutie amprenta perioadei comuniste asupra mentalitátilor, a reflexelor sodale, a 
comportamentelor colectiveTn relatie cu ‘realul’ ca reflectare a istoriei recente. Pomind 
de la o pozitie post-structuralistá ce propune ca metoda de actiune deconstructia, 
subREAL adopta “ca metode de lucru: linistea, marsul delatiunea, liftul, expozitia, 
efortul, cálátoria de studii, cersitul, actiunea directa, bucátária nationalá, apa, 
televizorul, bicicleta, fetele, televiziunea, ínlocuitorii si celelalte.” 2 
Perioada 1990 - 1994 constituie un capítol distinctín activitatea subREAL, caracte- 
rizatá prin activism, performativitate si participare. ín aceastá perioadá proiectele 
realízate se defínese printr-o componentá relationalá ce reuseste sá-si puna amprenta 
asupra contexului artistic local si sá-l dinamizeze. Ele lanseazá cáteva directii de 
explorare a contextului vizual pe care le vom recunoaste ca preocupad dominante ale 
cercetárii artistice a deceniului zece. Interesul pentru explorarea spatiului urban si a 
istoriei pe care o contine (actiunea East-West Avenue - 1990), reevaluarea specificului 
local si a relatiei cu traditia ífllimentara -1991, Perinitza - 1992, Sfinx - 1994), recon- 
textualizarea mitologiilor lócale ( Draculaland -1993, Erzsebeth - 1994), mobilitatea si 
relocarea (Eurasia, 1992), identitatea si relatia cu alteritatea ( Communication 1:1 - 
1994) sunt cáteva dintre reperele pe care le puncteazá lucrárile subREAL. Fotografía 
este prezentáín aceastá perioadá ca ¡nstrument de fixare conceptualá sau ca element 
ce lanseazá o perceptie de tip haptic (Draculaland). 

Sexul luí Mozart (1991) este unul dintre proiectele de anvergurá Tn care subREAL Ts¡ 
asumá si initiativa curatorialá. Cu aceastá ocazie se manifestá preocuparea pentru 
abordarea comunitátii artistice ca referential. 

ín paralel cu atitudinea pro-activá se manifestá o tendintá de redefinire taxonomicá a 
realitátii. Nevoia de ordonare si repozitionare a contextului adopté uneori structura de 
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They launch a few directions of visual 
context exploraron that we wlll recognlze as 
domlnant preoccupatlons of artistlc 
research ¡n the 1990s. The ¡nterest for the 
exploraron of urban space and of the 
hlstory that ¡t contalns (the actlon East-West 
Avenue - 1990), the re-evaluatlon of the 
local ¡dentlty and of ¡ts relatlon wlth tradltlon 
{Alimentara - 1991, Perinitza - 1992, Sflnx - 
1994) the re-contextuallzatlon of local 
mythologles ( Draculaland - 1993, Erzsebeth 
- 1994), moblllty and re-locatlon (Eurasla - 
1992), and the relatlonshlp wlth the other 
[Communication 1:1 - 1994) are only some 
examples from that perlod. Photography ¡s 
present ¡n thls perlod as an ¡nstrument used 
to transíate concepts or as an element that 
opens the posslblllty of haptic perceptlon 
(Draculaland). 

The Sex ofMozart (1991) ¡s one of the large- 
scale projects ¡n whlch subREAL assumes a 
curatorlal posltlon. On thls occaslon the 
preoccupatlon of approachlng the artistlc 
communlty as a referent ¡s manlfest. 

In parallel wlth the pro-active attltude there 
¡s also a tendency to re-deflne reality from a 
taxonomlc polnt of vlew. The need to 
organize and re-posltlon the context 
sometlmes takes the shape of a dlctlonary. 
A favorlte work ¡nstrument, the subREAL 
versión of the dlctlonary makes use of text 
and ¡mages at the same time, and ¡t works 
as a medlator ¡n the receptlon, the 
comprehenslon and the acceptance of 
contemporary meanlng. We can observe 
thls klnd of approach ¡n the publlcatlons 


dlctlonar. Instrument favorlt de lucru, dlctlonarul vehiculeazá ín llmbajul subREAL atát 
text cát si Imagine si functloneazá ca mediatorín receptarea, Tntelegerea si acceptarea 
sensurilor contemporane. íntálnlm acest demers ín cazul publicatiilor edítate / realízate 
de subREAL (cataloagele Draculaland - 1993, Nomadic - 1994, Campaign - 1995, 
subREAL - 1996). 

Dlrectla pe care se va concentra actlvltatea subREAL dupa 1995 este pe de o parte 
explorarea limltelor fotograflel ca mediu de revelare, traducere si ordonare a realltátü si 
pe de alta ca teren de ¡novare de genurl si llmbaje expreslve. Dezvoltat pe o structurá 
rlzomatlcá 3 , dlscursul artistlc al grupulul subREAL propune o sultá de ‘platouri’ de 
lectura ce functloneazá ¡ndependent dar lasá sá se clteascá demersul de ansamblu 
la flecare nivel avánd ín acelasl tlmp coerentá conceptúala ca íntreg. 

Recuperarea ín 1994 a depozltulul de fotografié a revlstel Arta de la dlstrugere a 
confruntat subREAL dlntr-o datá cu un exercltlu amplu de lectura a sensurilor ¡maglnll. 
Dlncolo de contlnutul mnemotlc, ¡maglnlle acumúlate ín depozltul Arta au fost pentru 
subREAL o demonstrare a modulul ín care fotografía este depozltará unul contlnut 
conceptual care vorbeste despre (auto)cenzurá, accldent / aleatorlu si actualizare / 
recontextual Izare. 
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Proiectul A.H.A. - Art History Archive (Arhiva de Arta Contemporaná) - 1995, ce 
exploreazá fotografía ca materie, marcheaza o turnurá ¡mportantá Tn discursul artistic 
al grupului consolidánd colaborarea dintre Cálin Dan si losif Király. subREAL 
corporalizeazá conceptul de spatiu-fotografie nu printr-o explorare ín interiorul imaginii 
ci prin exploatarea prezentei fizlce a fotografía. Astfel Instalatia How to change your 
wall paper daily (Cum sá-ti schimbi tapetul zilnic) propune o experientá imersivá ín 
chlar condrila postmodernriátü: fragment, citat, aproprlere, eterogeneltate, 
dlsconfínultate, alteritate, heterotopie / heterochronle. Dusá pana la capát, experientá 
face demónstrate deconstructlel ¡ntegránd un aspect performatlv 4 . 

Legatá de aceastá etapá este si instalatia What does a project mean? (Ce hseamná 
un proiect?) - 1995, care traverseaza limítele dintre fotografíe si sculpturá conferind un 
nou Tnteles conceptulul de foto-sculpturá. Extrase din cadrul general al Imaginii, 
fotografil-semn ce tac referintá la sculpturi devin sculpturi prlntr-un proces asumat de 
seductie si deconsplrare a seductiel. 

Seria de lucrárl 5 suitcases (5 valize) - 1996 muta accentul pe demontarea 
mecanismulul prin care fotografía opereazá decupaje múltiple Tn cámpul imaginii 
(primul nivel reprezlntá selectarea cadrulul din realltate, urmat de selectári / fragmentári 


What Does a Project Mean? 1995, foto instálate / photo-installatlon 
vedere din spate / rear view 



edlted / produced by subREAL (the 
catalogues Draculaland - 1993, Nomadic - 
1994, Campaign - 1995, subREAL Files - 
1996). 

After 1995 the actlvlty of subREAL will 
concéntrate on two directions of 
¡nvestlgatlon: on one hand the exploration of 
the limits of photography as an ¡nstrument of 
revealing, translatlng, and organlzlng reallty; 
and on the other the exploration of 
photography as a grounds for ¡nnovation of 
expresslve genres and languages. 
Developed on a rhlzome structure 3 , the 
artistic dlscourse of subREAL advances a 
series of reading platforms that functlon 
¡ndependently, havlng at the same time 
conceptual coherence as a whole. 

The salvage from destruction of the photo 
archives of the Arta magazlne ¡n 1994 
confronted subREAL wlth a large scale 
reading exerclse on the meanlng of ¡mages. 
Beyond the mnemonlc content, the ¡mages 
accumulated by Arta were for subREAL a 
demonstration of the way ¡n which photos 
are the recordlngs of a conceptual content 
that speaks about (self) censorshlp, 
accident / randomness and presentaron / 
re-contextuallzatlon. 

The AHA - Art History Archive project from 
1995 marked an ¡mportant turn ¡n the 
actlvlty of subREAL and Consolidated the 
collaboratlon between Cálin Dan and losif 
Király. 

subREAL embodles the concept of 
photography as space not through an 
exploration wlthln the ¡mage, but through 
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the exploraron of the physlcal presence of 
photography. Thus, the ¡nstallatlon How to 
change your wall paper daily proposes an 
¡mmerslve experlence ¡n the very 
postmodern condltion: fragment, quotatlon, 
approprlatlon, heterogenelty, dlscontlnulty, 
the other, heterotopla / heterochronla. 
Taken to ¡ts final llmlt, the experlence makes 
the demonstraron of deconstructlon while 
at the same time ¡ntegrating a performance 
aspect 4 . 

The ¡nstallatlon What does a project mean? 
- 1995 ¡s connected to thls stage of the 
development of the dúo. It goes beyond the 
llmlts between sculpture and photography, 
glvlng a new meanlng to the concept of 
photo-sculpture. Taken out of the general 
context of the ¡mage, photos-slgns become 
sculptures through an ¡ntentlonal process of 
seductlon and unvelllng. 

The 5 suitcases serles (1996) place the 
accent on the dlsmantllng of the mechanlsm 
through whlch photography operates 
through múltiple framlngs wlthln the fleld of 
the ¡mage. The flrst level ¡s the selectlon of 
the trame out of reality, whlch ¡s followed by 
successlve selectlons / fragmentatlons 
produced ¡nslde the photo ¡tself. Startlng 
from the representaron and meanlng 
functlons of the ¡mage, 5 suitcases ¡s not 
only a deconstructlonlst game, but it 
advances also an exerclse of focalizaron 
and juxtaposltlon between a type of 
recepten ¡mposlng at the same time 
dlstance and detachment (by ¡ts 
dlmenslons) from the photo ¡nstallatlon, and 


succeslve realízateín ¡nterlorul fotograflelínsesl). Pomlnd de lafunctlade reprezentare 
si semnlficare a ¡maglnll, seria 5 suitcases nu este doar un joc de deconstructle. Ea 
propune un exercitlu de focalizare si de juxtapunere a unul tlp de receptare ce Impune 
deopotrivá dlstanta si detasarea (prin dlmenslunl) a foto ¡nstalatlel, si lectura ¡ntlmá a 
¡maglnll de referlntá - fotografía contact a negatlvulul orlglnator al ¡nstalatlel. Aspectul 
oblectual al ¡maglnll este balansat de demersul conceptual care ín prolectele 
urmátoare se transiera de la nlvelul oblectulul ín ¡nterioml medlulul. 

Instalatla Serving Art 1 (Servind Arta 1 - 1997) este un asemenea exemplu. íntr-un 
exercitlu de restituiré subREAL propune un dlscurs neutru (sugerat prin solutla de 
expunere: fotografil de aceeasl dlmenslune): o bazá de date de ¡maglnl ce cuprinde 
productla artística din Romanía anllor '50 - '80, si contextul cu care aceasta se 
ínveclneazá. 

Structura tlp bazá de date, claslficatá si ordonatá constltule premlzele unel abordárl 
hlpertextuale pe care privltorul o poate recupera prin experienta vlzualá. 
íntregul clclu Serving Art (Servind Artaf -1998 exploreazá modul ín care fragmentarea 
functloneazá ín fotografié si poate potenta sau deturna sensul ¡maglnll, valorlzánd 
totodatá calltatea metaforicá a detaliulul nesemnificatlv, márlt uneorl dlncolo de limítele 
recognosclbllulul si transformat ín ¡mpresle, stare producánd un transfer catre abstract 
íntr-un mediu care prin natura luí trimite la realltate. Aceastá serie ¡lustreazá moartea 
marllor naratlunl, disparitla erollor si a modelelor si ¡nstalarea accldentulul, a 
íntámplátorulul, a nesemnlflcatlvulul, a cotldlanulul. 

Re-enacting (fíe-inscenári) - 1999 relnsereazá ín dlscursul subREAL aspectul 


Serving Art 1 / Serving Art 1, 1950 - 1997 
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relational si participativ al fotografiel. Discursul imaginü se construiste pe mai multe 
pallere, acceslblle concomltent, ce punín dicutle relatla autor, sublect, opera, receptor 
dintr-o perspectiva barthes-iana. 

Prlvltorul este pus ín tata unor imaginl ín care artlstli Cálln Dan si losif Király sérvese de 
fundal pentru alti artistl si operele lor, ¡postazá ce clteazá si actualizeazá structura 
¡maglnil din cadrul prolectulul ServingArt 1. 

Interviewing the cities (Interviuri cu orasul) - ínceput ín 2000, aplica structura rlzomatlcá 
ín cercetarea artística. Integránd platforma Re-enact¡ng prolectul adaugá Framing 
(Cadraje) si Listening to sculptures (Ascultánd sculptura) demaránd o Investigare 
vlzualá a contextulul cultural urban actual. 

Aspectul procesual este potentat de ¡nteractiunea soclalá si multlculturalá. Dezvoltat 
la Berlín, Helsinki, Amsterdam, Turku, Strasbourg, Salonlc, Bucurestl, Stockholm, 
Viena, Montreal, Zürich, prolectul ¡nelude deopotrlva Imaginl chele ín lectura oraselor, 
dicursul ludic, ¡maginea ca prezentá si absenté, calitatea virtualá a spatiului real, 
transgresarea dimensiunilor temporale si permanenta actualizare a reprezentáril prin 
fotografíe. 

Seria Listening to sculptures pune ín dlscutle o serle de obiecte de arta (figuratlve sau 
abstráete) amplasate ín spatlul publlc care sunt ¡ntervievate de membril grupulul 
subREAL. Referinta la mass-medla ca ¡nstrument domlnant ín comunicarea 
(¡nter)culturalá, prezentá artlstllor ca autorl si sublecte ale ¡maglnil, spedficul contextulul 
urban, lanseazá unghiuri de vedere diferlte ín analiza structurilor actúale de 
manifestare publica ín spatlul urban. 



the intímate readlng of the reference ¡mage - 
the contact photo of the negatlve that 
origlnated the ¡nstallation. The object aspect 
of the ¡mage ¡s counterbalanced by the 
conceptual approach, whlch ¡s transferred ¡n 
the next projeets at the level of the object 
withln the media. 

The ¡nstallation Serving Art 1 (1997) ¡s such 
an example. In a restitutlon exerclse, 
subREAL proposes a neutral dlscourse 
(suggested through the exhibition solutlon: 
photos of the same dimensión): a database 
of ¡mages that comprises the artistic 
productlon of Romanía between the ’50s 
and the ’80s, and the context ¡n which ¡t is 
placed. 

The database structure, classlfled and 
ordered, is the starting polnt for a hyper 
textual approach that the viewer can acquire 
through visual experience. 

The entlre eyele Serving Art (1998) explores 
the way ¡n whlch fragmentatlon works ¡nslde 
photographs and can enhance or change 
the meanlng of the ¡mage, at the same time 
making use of the metaphorlc qualities of 
insignificant detalls, sometimes oversized 
beyond the limlts of thelr belng readable, 
turned ¡nto an ¡mpression, a State that 
produces a transfer towards the abstract ¡n 
a médium that ¡s by ¡ts nature connected to 
reality. Thls serles ¡Ilústrate the death of 
grand narratlves, of models, and the reign of 
the accidental, of randomness, of the 
Insignificant, of the everyday detail. 

The serles Re-enacting (1999) relnserts ¡n 
the dlscourse of subREAL the relational and 
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participative aspect of photography. The 
discourse of the ¡mage ¡s built on several 
layers, accessible at the same time, that 
question the relationship between author, 
subject, work of art, and receiver, from a 
Roland Barthes perspective. 

The viewer is placed ¡n front of a series of 
images ¡n which the artists Cálin Dan and 
losif Király are the background for other 
artists and their works, a situation that 
quotes and actualizes the ¡mage structure of 
Serving Art 1. 

Interviewing the cities - started ¡n 2000, 
using the rhizome structure in artistic 
research. By integrating the Re-enacting 
platform, the project adds Framing and 
Listening to sculptures, opening a visual 
investigation of the contemporary urban 
cultural context. 

The process aspect ¡s enhanced by social 
and multicultural ¡nteractlon. Developed ¡n 
Berlín, Helsinki, Amsterdam, Turku, 
Strasbourg, Thessalonikl, Bucharest, 
Stockholm, Vienna, Montreal, Zürlch, the 
project ¡ncludes at the same time key 
Images used for the reading of cities, the 
playful discourse, the ¡mage as presence 
and absence, the virtual quallty of real 
space, the transgresslon of temporal dlmen- 
slons and the ever-present actualizaron of 
representaron through photography. 
Listening to sculptures places a series of 
figuratlve or abstract art objects from publlc 
space under scrutlny, as they are 
¡ntervlewed by the subREAL dúo. The 
reference to the mass-media as a 
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dominating ¡nstrument ¡n ¡nter-cultural 
communication, the presence of the artists 
as authors and subjects of the ¡mage, the 
particularities of the urban context, launch 
different perspectives ¡n the analysis of the 
present structures of public manifestation ¡n 
urban space. 

Framing makes use of the particularities of 
framing, of the parergon within the visual 
field, in the double role of limit and 
intermediary. A continuous space becomes 
discontinuous / virtual because of the artlstic 
intervention. The artists explore light 
intensities, the particularities of space and 
the potential for an aesthetic approach, and 
intégrate them in a game of representation 
that is intrinsic to photography, gliding 
between the real and the believable, 
exploiting a major referent of the camera 
obscura: the optical ¡Ilusión. 

Macromicron is the most recent platform for 
reflection on the formal and conceptual 
universe of contemporary art. By placing 
into focus the aesthetic of digital 
photography, subREAL remains attached to 
a performance attitude with a playful 
dominant, enhanced by the serious and 
sober context in which it takes place. 
Playing with their own identity and presence, 
the artists are included in the photo still, 
both as miniatures and as oversized objects 
compared to the context. By reflecting on 
the condition of the contemporary artist, this 
new approach invites to the reconsideration 
of dominant artistic structures and of their 
role in the contemporary art world. 
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In ¡ts artistic enterprise subREAL remains 
attached to the expressive qualities of the 
analog media, building one of the most 
consistent artistic discourses, both from the 
conceptual point of view - perfectly 
synchronized with the contemporary visual 
paradigm - and from the formal one, whose 
¡mportance was validated internationally. 
Object, sculpture, installatlon, ambient, 
actlon, architecture - photography becomes 
a de-structured médium that is permanently 
re-configured. 


Notes: 

1 Founded by Cálin Dan, Dan Miháltianu and losif Király ¡n 
1990, subREAL greeted the ¡nterventions of Teodor 
Graur, Constantin Petrasohievici and Ion Grigorescu 
between 1990-1991, Since 1991 the group works as a 
dúo made up of Cálin Dan and losif Király 

2 The subREAL manifestó published in the Contrapunct 
magazine, 01.02.1991; page 11; reproduoed in the 
Experiment in Romanian Art after the 1960s (Experiment 
in arta romaneasca dupa 1960), anthology, pages150 - 
151, 1997, CIAC - Bucharest 

3 After 1995, the aotivity of subREAL can be regarded as 
a single projeot inside whioh a dlsoursive ¡tinerary can be 
recognized, revealing the oonnection between the 
different chapters / platforms of visual Investigaron of the 
image field and of the contemporary artistic context. 

4 How to Change your Wall Paper Daily was produced 
durlng the artistic resldence ¡n Künstlerhaus Bethanlen, 
Berlín. It is an installatlon ¡n which small and médium 
sized photographs completely cover the walls of a room. 
The images come from the ¡mage archive of the Arta 
magazine, and contain Information that is relevant to the 
visual universe of Romanian and international art of all 


Framing aplica valentele cadrajului, al parergonului, Tn cámpul vlzual ín dubla ¡postazá 
de limitá si intermediar. Un spatiu continuu devine discontinuu / virtual prin intervertía 
artística. Artistii exploreazá registrul de luminá, caracteristidle spatiului si potentialul de 
abordare estetizantá si le integreazá íntr-un joc de reprezentare ¡ntrinsec fotografiei 
care gliseazá íntre adevárat si verosímil, care exploateazá un referent major al camerei 
obscure: iluzia opticá. Macromicron este cea mai recenté platformá de reflectare 
asupra universului formal si conceptual al artei contemporane. Punánd Tn discutie 
estética fotografiei digitale subREAL rámáne atasat unei atitudini performative cu o 
dominantá ludicá, potentatá de contextul plin de gravitate si ¡mportantá Tn care se 
deruleazá. Jucándu-se cu identitatea si prezenta proprie artistii sunt prezenti Tn cadrul 
imaginii deopotrivá Tn miniatura si supradimensionati Tn raport cu dátele contextului. 
Reflectánd asupra conditiei artistului contemporan, aceastá nouá abordare invita la o 
repozitionare a structurilor artistice domínate si a rolului lorTn peisajul contemporan. 
ín demersul sáu grupul subREAL rámáne atasat expresivitátii caracteristice mediului 
analog, construind poate cel mai consistent discurs Tn fotografié atát la nivel 
conceptual - Tn perfectá sincronie cu paradigma vizualá contemporaná - cát si la nivel 
formal, validat la nivel international. Obiect, sculpturá, ¡nstalatie, ambient, actiune, 
arhitecturá - fotografía devine mediul destructurat si reconfigurat Tn permanentá. 
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Note: 

1 Format de Calin Dan, Dan Mihaltianu, losif Kiralyín 1990, alaturi de care au ¡ntervenittn perioada 1990 
- 91 si Teodor Graur, Constantin Petrasohievici si Ion Grigorescu, subREAL funotioneazá din 1993 oa 
dúo format din Cálin Dan si losif Király. 

2 Manifest subREAL publioat ín revista Contrapunct, 1 februarie 1991, p, 11 in Catalogul Experiment in 
arta románeascá dupa 1960, Antologie, pp150 - 151, 1997 CIAC Buouresti 

3 Aotivitatea subREAL dupa 1995 poate fi privitá oa un singur proieot ín cadrul oáruia se recunoaste un 
parours disoursiv ce traseazá firul de legaturá íntre diferitele oapitole / platouri de investigare vizualá a 
oámpului imaginii $¡ al oontextului artistic actual. 

4 Realizat Tn cadrul rezidentei artistice de la Kunstlerhaus Bethanien, Berlin How to Change your Wall 
Paper Daily este o ¡nstalatle ín oare fotografii de dlmensiuni medil si miel tapeteazá ín ¡ntreglme o 
ínoápere, Imaginile provin din depozitul de ¡magini a revistei 'Arta' ?¡ confin informatii legate de universul 
vizual al artei románestl si ¡nternationale din tóate tlmpurile. Dupa o expunere timp de doua luni ¡nstalatia 
a ínoeput sá se de-constru¡asca de la sine, fotografiile oazute fiind lasate pe paviment $¡ protéjate cu o 
folie de plástic ín asa fel ínoát vizitatorii oontinuau sa aiba acoes la contlnut. 

5 Reallzarea unel reproducen pentru ¡lustrares revistei Arta se fácea de multe ori ín oondltü ¡mprovlzateín 
atellerul artistului sau ín exterior pentru a avea lumlná naturalá, Pentru píesele de marl dlmensiuni se 
folosea un fundal textil tinut de doua persoane, oare la fotografiere intrau integral sau partial ín oadru. 
Prezenta tuturor acestor detalii, oare ín final erau ínláturate la tlpar, este reouperatá de subREAL. 


times. After being exhibited for two months the 
¡nstallation began to de-oonstruct itself. The photos that 
had fallen on the ground were left on the floor and were 
protected wlth a plástic oover so that the visitors oould 
have aooess to thelr oontents. 
s The reproduotions used for the ¡llustration of the Arta 
magazlne were usually produoed ¡n ¡mprovlsed 
envlronments wlthin the studio of the artist, or outdoors, 
beoause of better light oondltlons. For the large-soale 
pleoes a textile baokground was used, held by two 
people, who were partlally or entlrely ¡neluded In the final 
photo. The presence of all these detalls, whioh were 
finally removed during printing, ¡s reoovered ¡n the works 
of subREAL. 
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Gabriela Vanga 

Mihnea Mircan 

Gabriela Vanga's artistic practice in general 
- and her use of photography ¡n particular - 
generates visual processes that unlte 
¡nscrlptlon and erasure, ¡nvlsiblllty and the 
“wlll to ¡nterpretation”, wlth its dark slde - the 
Impulses motlvatlng ¡t and the pulslons 
sometlmes leadlng ¡t astray. The works 
create and refute expectatlons and narratlve 
conventlons, stimulatlng a klnd of wlshful 
visual thlnklng, encouraglng the vlewer's 
¡maginatlon to pursue clues, to look closer, 
to the slde of the ¡mage and from wlthln. 
Vanga superlmposes processes of ¡mpres- 
slon, dlsappearance and revelatlon (partlal 
revelatlon of ¡mage and partlal revelatlon of 
the artlst's self), ¡n a study on what and how 
¡mages mean, on the ways ¡n whlch visual 
data traverse areas of obscurlty, amblgulty, 
clarlty, ¡n whlch meanings coalesce and 
circuíate. Thls transversal move ¡nvolves the 
vlew accordlng to whlch art ¡s supposed to 
reveal the ¡nterlorlty of the artist, to dlsclose 
unwittlngly burled meanings and 
uncomfortable truths, and, on the other 
hand, a post-conceptual treatment of thls 
very ¡dea. The dlscourse ¡s polsed halfway 
between modes of confesslon and thelr 
crltlcal ¡nterrogatlon, revolvlng around the 
¡mprobablllty of radical truth. 

Instances of thls strategy are to be found ¡n 
such apparently disparate pleces llke Keep It 
Unreal, where a text from Lewls Carroll flirts 


Practica Gabrlelel Vanga ín general - si, ín particular, modul Tn care artista 
foloseste fotografía - genereazá procese vlzuale care únese ¡nscrlptla si 
stergerea, ¡nvlzlbllul si “volnta de interpretare”, cu latura satntunecatá - ¡mpulsurlle 
care o motlveaza si pulslunlle care uneorl o abat din drum. Lucrárlle creazá si 
resplng asteptárl si conventü naratlve, Tncurajeazá ¡maginatia prlvltorulul sá 
urmáreascá indlcil, sá prlveascá mal atent, spre marglnea ¡maglnll sau din Interior, 
suprapun procese de ¡mpreslune, dlsparltle si revelare (de o parte revelarea 
¡maglnll si, de cealaltá, a eu-lu¡ artistic), Tntr-un studlu asupra modulul Tn care 
¡maglnlle dobándesc sens, Tn care dátele vlzuale clrculá Tntre obscurltate si 
llmpezlme. Aceastá mlscare transversalá ¡mpllcá vlzlunea conform cárela arta 
scoate la ¡vealá vlata ¡nterloará a artlstulul, dezválule sensurl ascunse si adeváruri 
incomode si, pe de altá parte, o tratare post-conceptualá a chlar acestel ¡dei. 
Discursul acoperá dlstanta dlntre modurlle confeslunll si ¡nterogarea lor critica, 
evoluánd Tn jurul ¡mprobabllltátü unul adevár absolut. 
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dangerously with ¡llegibility, or What If Tom 
Invented Jerry, where the Walt Disney 
cartoon, with one protagonlst erased and 
thus suspendlng the other's meanlngless 
actlon, lends ¡tself all-too willingly to a 
psychoanalytlc readlng, whlle doubtlng the 
relevance of one. What follows ¡s an 
extended quote from Gabriela Vanga's 
description of the project George, whose 
conceptual artlculatlons clarlfy the artlst's 
dlscourse on ¡nvlslblllty through photo- 
graphy. 

My parents were persuaded they were to 
have a boy, whose ñame was going to be 
George, yet I, Gabriela, carne along. When I 
was 14, all my schoolmates had boyfriends, 
but at that age I wasn't ¡nterested at all ¡n 
having one. Subjected to this "social 
pressure”, I thought the easiest way to be 
like all the others would to make up a 
boyfriend. 

I decomposed the portrait on 16 A4 sheets 
of paper (George was 16 when we started 
going out together), each sheet with a detall 
of George's portrait. The sheets are placed 
in a box, as viewers rifle through them they 
can see only details. Sometimes, because of 
the transparence of paper, 2 or 3 details are 
visible simultaneously, but the whole portrait 
takes an effort of imagination - it can be 
“seen ” only in the mind of the beholder. 
Thus George's status as a fictional 
character was safeguarded, thus the 
photograph no longer matters, what matters 
is the story and the way in which each 
viewer tries to imagine him. 
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In 2001 I met again with my friends from 
school, manyyears after George and I broke 
up, and I confessed I had made him up. At 
first they did not believe me. But I revealed 
to them enough details to realize that he was 
a figment, so they eventually believed me, 
yet I had started thinking quite insistently 
about that period. So it occurred to me it 
would be interesting to make his portrait, 
that I would like to actually visualize my 
boyfriend. 

As I could not draw him, and I also could not 
ask a painter, whose imprint on the portrait 
would have been too strong, I decided the 
safest way to have a “real” likeness would 
be to work with a forensic sketch artist at the 
pólice station, so I contacted one from the 
Cluj pólice forensic department and brought 
George to Ufe. 

Meeting the sketch artist was fantastic. He 
did not know George did not exist, I had told 
him that, for an exhibition, I needed the 
portrait of a friend. While drawing the 
portrait, they also do a psychological pro file, 
therefore the policeman asked all sorts of 
questions I had not anticipated, such as: 
what is his favorite color?, how does he like 
to dress?, how tall is he?, repeatedly telling 
me that he needed to know all those things 
to make the portrait as real as possible. He 
was so good at his job that it oñen 
happened for a caught offender to ask 
where they had got his photograph. 

Corning back to George, the portrait was 
incredible. The strange thing was that he 
resembled me. During the few hours I spent 


Aceastá strategie se regáseste Tn Keep It Unreal, unde un text din Lewis Carroll 
flirteazá cu ilizibilitatea, sau ín What If Tom Invented Jerry, ín care un personaj din 
desenul animat al lui Walt Disney este sters, suspendánd sensul actlunllor celullalt 
si páránd sá íncurajeze o lectura psihanalltlcá, punánd ín acelasl tlmp sub semnul 
Tntrebárü relevanta acesteia. Ceea ce urmeazá este un citat amplu din descrlerea 
fácutá de Gabriela Vanga proiectului George, a cárui articulare conceptuáis 
clarifica dlscursul artistel prlvlnd ¡nvizlbllitatea prln fotografíe. 

Párintii mei erau convinsi cá vor avea un báiat, care urma sá se numescá George, 
dar am apárut eu, Gabriela. Cánd aveam 14 ani, tóate prietenele mete aveau un 
iubit, pe mine in acea perioada iubitii nu má captivau deloc. Sub 'presiunea 
socialá' la care eram supusá, m-am gándit cá cea mai usoara modalitate de a fi 
la fel ca ceilalti este sá-mi inventez un iubit. 

Asa a apárut George. Mi-a fost prieten timp de un an: imi seria scrisori, imi aducea 
cadouri, ieseam, era super-distractiv. Si bineinteles cá toatá lumea má credea, toti 
ardeau de nerábdare sá-l cunoascá pe prietenul cu care má amuzam atit de bine. 
Dupá un an si ceva m-am plictisit si ne-am despártit. N-am mai auzit de el. 
h 2001 m-am intálnit cu prietenele mete, la multi ani dupá ce má despártisem de 
George, si le-am povestit cá era inventat. La inceput nu m-au crezut. Dupá multe 
insistente si dezváluiri care sá le facá sá vadá cá povestea era inventatá, m-au crezut, 
dar intre timp am inceput si eu sá má gándesc mult la aceea perioadá. si mi-a venit 
ideea cá ar fi interesant sá-i fac portretul, cá mi-ar plácea sá-mi vád prietenul. 

Cum nu puteam sá-l desenez, si nici sá merg la un alt desenator, care si-ar fi pus 
amprenta personalá pe portret, am decís cá cea mai sigurá cale de a face un 
portret cát mai 'real' este sá fac un portret-robot ¡a politie. Am contactat un 
poiitist de la Criminalística din Cluj si l-am adus pe George la viatá. 
htálnirea a fost absolut fantasticá, politistul nu stia cá George nu existá, i-am zis 
doar cá vreau sá fac portretul-robot al unui prieten pentru o expozitie. La politie, 
cánd se fac portrete, se face si un profil psihologic, de asta politistul imi punea tot 
felul de intrebári pe care eu nu le prevázusem, de genul: ce cubare i¡ place? si 
cum ii place sá se imbrace?, ce ináltime are? etc, repetánd tot timpul “trebuie sá 
stiu cát mai multe ca sá-l fac sá fie cát mai real”. Acest poiitist fácea atát de bine 
portretele-robot cá de multe orí i se intámpla ca un infractor prins sá intrebe de 
unde au poza lui. 

Sá revin la George - portretul a iesit superb, ciudat era cá semána cu mine, timp 
de cáteva ore cát am stat acolo m-am intors cu 13 ani in urmá, retráind tot felul 
de momente. Mircea má filma si má intreba tot timpul: "el este?" Cánd am iesit 
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de la politie aveam poza color a lui George in maná. Desi ínainte sá fac portretul 
eram hotárátá sá-l transform fntr-un proiect artistic, iesind de acolo mi-am spus 
cá, dacá arát 'fotografía' in acel format, distrug íntreaga poveste. Pentru cá 
oamenii vád prea mult imagini, pentru cá nimeni nu are timp sau chef si vrea sá 
infeleagá totul repede-repede, si cu cát se descifreazá mai rapid cu atát mai bine. 
Deci sá prezint fotografía asa cum era iesea din discutie. Am inceput sá má 
gándesc cum sá pun privitorul íntr-o ipostazá similará cu a mea in fata politistului, 
aceea de a-si imagina. 

Am descompus imaginea pe 16 coli (pentru cá George avea 16 ani cánd l-am 
cunoscut) de hártie A4, pe fiecare coalá este un detaliu din portretul lui George. 
Hártiile sunt asezate íntr-o cutie si privitorul le rásfoieste si vede doar detalii. 
Cáteodatá, din cauza transparentei hártiei, poti vedea douá sau trei detalii 
ímpreuná, dar ca sá vezi portretul íntreg trebuie sá faci un efort de imaginatie - 
potretul poate fi “vázut" doar in mintea privitorului. h acest fel George ísi putea 
pástra statutul de personaj imaginar, ín acest fel fotografía cu portretul lui nu mai 
conteazá, ceea ce conteazá e povestea si felul in care fiecare íncearcá sá-l 
imagineze. 


George 6, 2004 



at the pólice station I thought back, 13years 
before, reliving all sorts of episodes of my 
adolescence. Mircea was filming me, asking 
all the time: "fe that him?”. When I walked 
out of the pólice station I was holding a color 
photograph of George in my hand. 

Before I had thought this would turn into a 
project, but then I realized I would ruin the 
whole thing if I showed the “photograph" as 
such. Because people see too many 
images, nobody has the time or patience to 
look at things which cannot be immediately 
deciphered. So exhibiting the photograph as 
such was out of the question. I started 
thinking about a way to put the viewer in the 
same position I had while working with the 
forensic sketch artist, that of imagining my 
friend. 

This is how George appeared. He was my 
boyfriend for one year: he would write 
letters, bring me presents, we would go out 
and have fun. Of course everybody believed 
me, they were all quite impatient to meet the 
boy I had so much fun with. After a year or 
so I got bored and we broke up. I never 
heard from him again. 
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Mona Vátámanu & Florín Tudor 

Mihnea Mircan 


The discourse that Mona Vatamanu and Florín 
Tudor have developed over the last years 
¡nterrogates the possibilities of recuperaron ¡n 
relatlon to archltecture, or studles the forms ¡n 
which the territory physlcally consumed or 
symbollcally colonlzed by archltecture can be 
regalned, a territory frequently charted by 
overlapplng utopias that dlfferent ages of 
modern and contemporary archltecture 
embody. The artlsts' projects enact strategles 
of repossesslon, cuttlng across the map 
drawn by archltecture of Bucharest, exten- 
dlng the research towards other urban 
sltuatlons and dlssonant cities, looklng at 
archltecture that de-natures and archltecture 
as ¡nterface between collectlvltles and 
¡deology. The ¡ntrlcately complementary layers 
that make the matrices of archltecture are 
dlsassembled ¡n the duo's project and shown 
dlachronlcally: when co-present layers are 
dlsmantled, archltecture beglns to read llke a 
fresco, a tense narratlve of contentlous space, 
half-truths and ¡mpermanence, blzarre juxta- 
posltlons, Freudlan sllps and utoplan 
sllppages, inbuilt forms of class struggle and 
the repeated, symptomatlc failures of an 
'archltecture for the people’. As many oppor- 
tunities to document ways ¡n which 
archltecture can be walked, talked about, 
¡nvestlgated, displaced or contested. 

Thls ¡s the rough outllne of Persepolis, a 
project that functlons as the malnframe from 


Prolectele din ultlmll anl ale duo-ulul Mona Vátámanu si Florín Tudor se referá la 
arhltecturá si recuperare, studlazá fórmele ín care terltorlul consumat flzic sau 
colonlzat slmbollc de arhltecturá poate f¡ recástlgat, un teritorlu adesea marcat de 
utopllle divergente, contlnute ín flecare dlntre várstele arhltecturü moderne si 
contemporane. Pe o hartá a arhltecturü care uneste Bucurestlul cu alte orase la 
fel de disonante si sltuatü urbane la fel de dezartlculate, lucrárlle dlscutá strategü 
de reposesle, forme de nesupunere fatá de arhltecturá care de-natureazá si 
arhltecturá ca ¡nterfatá íntre colectlvltátl si ¡deologle. Cáteodatá straturlle 
temporale dlstlncte pe care sunt cládlte órasele sunt dezmembrate si expuse 
dlacronlc, arhltecturá putánd astfel f¡ cititá ca o frescá naratlvá, o poveste 
tenslonatá pllná de capcane si jumátátl de adevár, acte raíate si derapaje utoplce, 
forme construlte ale luptei de clasá si esecurl repetate ale unel 'arhltecturl pentru 
mase 1 , tóate ocazü de a documenta modurlle ín care arhltecturá poate fi 
parcursá, dlscutatá, ¡nvestlgatá si contestatá. 

Aceasta este schlta prolectulul Persepolis, un cadru conceptual din care se 
ramlflcá lucrárlle mai recente. Persepolis exploreazá loculrea post-soclallstá, 
pornlnd de la constatarea cá “Bucurestlul contlne modele suprapuse de utople 
construltá”. Cltlte dlacronlc, fotografllle aratá coexlstenta dlflcllá a trel straturl 
temporale: rámásltele modernlsmulul tlmpurlu, tipul de modernlsm practlcat de 
urbanlsmul comunlst, care a retrasat brutal harta orasulul si I-a parallzat cresterea 
organlcá, si cálle íntortocheate ale noli arhltecturl. O extensle recentá a acestul 
prolect este vldeo-ul Ploaia, ín care, ín ploale torentlalá, Florín deseneazá din 
memorle un bloc comunlst lar ploaia sterge cernéala si dlstruge hártla. Lucrarea 
este un cltat dupá La Piule (Projet pour un texte), de Marcel Broodthaers, textul 
fünd aici ínlocult de o arhltecturá serlalá a cárel organizare sfldeazá memoria. 
Persepolis anallzeazá de asemenea confllctul dlntre leglunlle de blocurl cvasl- 
¡dentlce care compun, ín buclá, orasul si, de cealaltá parte, asaltul gándlrü urbane 
antreprenorlale de astázl, adaptabllá si ¡ndlferentá la context, aglomerarea 
cacofonlcá de ruine vechl si nol. Imaglnlle fac vlzlbll un front de rázbol, un loe al 
juxtapunerllor ¡mposlblle íntre fragmente urbane, ducánd brlcolajul la nivel de 
polltlcá de stat si descurajánd perspectiva unul plan coerent de restaurare, 
Bucurestlul urgentelor si al termenelor-llmltá neslgure. 
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Din; 


1 From the series: Persepolis, 2005 
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which recent projects have stemmed, 
Persepolis explores post-soclalist dwelllng, 
startlng from the realizaron that “Bucharest 
contalns superlmposed patterns of con- 
structed utopia”. The scarred urban tlssue 
testlfies by ¡mpllcatlon to a mindset ¡n which 
the memory of ravage, a readlness to forget 
and the vltallty of reprlsal co-exlst. Read 
dlachronlcally, the ¡mages show the palnful 


ín Persepolis, artlstü recurg uneorl la comparatü íntre structurl elabórate si acte 
arhltecturale fundaméntale prln care, de plldá, profllul mlnimal al unel case este 
pus Tn contrast cu fórmele complexe de entrople care abunda Tn Bucurestl. íntr- 
un performance fllmat recent, aceastá practlcá capátá o nouá ¡nflexlune. ín 
Vácáresti, Florín traseazá, cu bete si sfoará, conturul blserlcü de la Mánástlrea 
Vácárestl. Gestul de a redesena cládlrea demolatá sugereazá, ín prima ¡nstantá, 
cá “macar atát putem face”, dar cástlgá rezonantá ínteles ín paralel cu planurlle 
Blserlcü Ortodoxe Romane de a construí o Catedralá a Mantulrü Neamulul, la fel 
de ínaltá ca si Casa Poporului, ínscenánd o luptá fárá nolmá si fárá cástlgátorl 
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Tntre Bine si Ráu si lásand sá se íntrevadá motivatii mai curánd necrestine. Prin 
contrast, performance-ul de la Vácáresti presupune o Tntelegere diferitá a 
semnificatiei bisericii Tn Románia contemporaná, nu Tn termenii unor proiecte 
populiste de mántuire Tn masa, a cáror scará Tncearcá sá imite anvergura 
proiectelor politice, sá recástige credibilitate prin demonstratü de fortá financiará 
si lipsá de gust si gratie. ín ciuda mijloacelor minimale si a tonului retinut, Vácáresti 
genereazá un dublu fantomatic, un doppelganger menit sá hártuiascá sau sá 
bántuie Catedrala Nationalá, expunánd-o permanent propriei sale disproportii si 
inadecvári. 


co-existence of three historical strata: early 
modernism, the particular brand of moder- 
nism practiced during communist times, and 
the contorted ways of new, post-revolutionary 
architecture. The flotsam of early modernism 
is what the severe interventions of communist 
urbanism left behind, as they sought to remap 
Bucharest by displacement and disruption, 
producing grids and gridlocks and paralyzing 


Persepolis, 2003, pagina aláturatá / opposite page: Persepolis, 2002 
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the organic growth of the city. A recent filmic 
extensión of this project is The Rain, in which 
Florín sits under a heavy outpouring of rain, 
attempting to sketch from memory the 
(communist) block in which he and Mona live, 
with the rain of course washing away the ink 
and destroying the paper. The work is based 
on La Pluie (Projet pour un texte), by Marcel 
Broodthaers, an artist who used cinema as a 
device of simultaneous inscription and 
erasure. The displaced quote functions like a 
subtle comment on communist architecture, 
whose unhinged seriality flouts the organi¬ 
zaron of memory. Instead of recognizable 
landmarks and cohesive neighborhood 
fabrics, the city diffracts as an aggressively 
dispersed place, filled with legions of quasi- 
identical, poorly built, cheap housing blocks in 
endless, smog-enshrouded loop. 

Persepolis also looks at the ways in which the 
socialist layer of the city sustains today the 
onslaught of entrepreneurial urban thinking, 
engulfing and building upon urban dysfun- 
ction, adaptable and indifferent to context, 
channeling peripheral energies of opposition 
and colonizing space indiscriminately. Oíd and 
new ruins are striving to mute each other in 
cacophonic agglomeration: read synchroni- 
cally, the images introduce viewers to an 
architectural war front, a site of collisions or 
tense juxtapositions between disjointed urban 
fragments, taking bricolage to the level of 
State policy and defying the prospect of a res- 
torative master plan. Persepolis charts this city 
in progress, the Bucharest of emergency and 
uncertain deadlines, indicating here and there 



Vácáre$ti 4, 2006 
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interstitial counter-geographies, an emergent 
city mixed in and against the existing one. 
Persepolis often resorts to comparisons 
between elabórate structures and the funda¬ 
mental gestures of archltecture, whereby, for 
¡nstance, the most baslc profile of a house ¡s 
contrasted to the complex staglngs of entropy 
that abound ¡n Bucharest. In a recent filmed 
performance, this practlce takes a new turn 
and acquires a new inflection. In Vacaresti, 
Florín Tudor traces, wlth small wooden stlcks 
and rape, the outline of the church from the 
demollshed Vácárestl Monastery. Retraclng 
the shape of the lost buildlng seems at first 
glance to be “the least we can do”, yet ¡t galns 
resonance understood ¡n tándem wlth plans 
of the Romanlan Orthodox Church to build a 
Cathedral of National Redemption, as high as 
and right next to the House of the People, 
producing a polntless clash between good 
and evll where none prevalí and unwlttlngly 
dlsclosing completely non-Christlan motlva- 
tlons. By contrast, Florín and Mona's perfor¬ 
mance presupposes a dlfferent understan- 
dlng of the slgnlficance of the church ¡n 
contemporary Romanía, not ¡n terms of large- 
scale, popullst projects of mass redemption 
that seek to match the magnltude of polltlcal 
projects, to regaln credlblllty through demon- 
strations of flnancial strength and architectural 
indifference. In splte of mlnimal means and 
understated tone, Vacaresti generates a 
ghostly counterpart, a doppelganger 
designed to harass or haunt the National 
Cathedral, exposlng ¡t permanently to ¡ts own 
dlsproportion and ¡nadequacy. 
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Interview with Ruxandra Balad 
realized by Cosmin Moldovan 


Cosmin Moldovan: You have an «intímate» relatíonship with photography and you are a genuine expert in the field. Where does your appetence for 
photography and «new media» come from? 

Ruxandra Balad: The appetence for photography has a lot to do with a personal story that I might share one day! Originally I was ¡nterested in the 
history of photography, unfortunately an unexplored field in our country up until this day. Not yet has there been written a history of Romanian 
photography. I started working on one ten years ago, but unfortunately I have given up on it. The shift towards today's photography and, more 
broadly, towards the “ultra-contemporary” image carne almost naturally. 

C.M. In the ’90s you were the main curator of the GAD photogallery, a project undertaken with Mihai Oroveanu. Tell us a bit about the Artexpo 
«underground» gallery. What did you aim to achieve with GAD? Couid one consider then a "difficult situation" of Romanian contemporary 
photography? Has GAD changed the perception of the audience / artistic circles / State on photography and new media? Has GAD "died"? If so, 
why? 

R.B. GAD was the first “alternative” gallery in Bucharest, actually a hybrid, a “parasite” on an area of transit (a nallway) in a s'.ato building. It was working 
on a lot of enthusiasm and prívate funds, from the Artexpo Foundation and petty personal contributions from the curators. We used to present historie 
photographs (Talbot Ryce, Szathmary) or contemporary foreign ones (Thomas Ruff, Martin Parr, Salgado, agnes b.) and, especially, Romanian 
photographers, or rather artists using photography: Grigorescu, Király, SubReal, Graur, Oroveanu, Bernea, Jacobi, Miháltianu, Perjovschi, lacob, 
Igazsag, Rasovszky, GSiná, Sávescu. At GAD we launched very young artists that later became important - Mircea Cantor's first personal exhibition 
(at that time a student who had almost been “expelled” from the conservatory Cluj Photography Department) Croitoru, Tudor / Vátámanu, Vanga, 
Gontz, Dediu, Cosma, Cománescu etc. I can say, without any false modesty, that I made very good choices, all confirmed in future developments. 
There used to be a “queue” waiting to be chosen at GAD. 

When we started GAD, in 1993, there were still debates on the status of photography as “art" or not (reminding those on the status on daguerreotype 
in the middle of the 19th century in France) while most of the exhibition halls, still marked by Communist criteria, were exhibiting club and amateur 
photography. 

Working back then with Mihai Oroveanu played an important part in my formation. I think that afterwards the feed-back matched it, when I defined 
the curatorial strategy of MNAC, and our cooperation, with its inherent des hauts et des bas, still continúes after almost 15 years. 

Mihai used to work a lot on historie / interwar photography, whereas I worked on “contemporary”, although the beginning of my Ph.D. research back 
then (at Oxford I studied calotype among other oíd techniques) had been focused on Romanian historical photography. 

GAD as a project ended in 2002, when we founded the transient, but innovative Kalinderu Medialab (the nucleus of MNAC) and then MNAC... there 
was already too much to cope with. For the same reasons, I also put an end to another project I coordinated, the Artelier magazine (1998 - 2003). 
In its way GAD was a very trendy, cosy, underground (the term was not in use 10 years ago) space. At the time, new media couid only find a place 
in the Soros Centre for Contemporary Art, in the contemporary art department that I established in 1995 within the conservative National Art Museum 
(MNAR), in GAD and, occasionally, in Artexpo. 

GAD did not change the public perception (was a place of meeting of the elite) only MNAC is doing that now (surprisingly successful especially amidst 
the young) but it changed / and renewed the perception of the local artists. The most interesting ones would venture into new media, of course using 
also new concepts. I used to feel like a “pioneer” in this field (with all the enthusiasm and naivety of a pioneer which more than once saved me, 
because the milieu and the context did not really support this kind of ¡ntellectual exercise), fighting hard to introduce into the “system” any minimal 
innovation (for instance, I finally succeed to impose the term “curator” at an institutional level in lOth decade Romanía). 

The resistance and aggression against the new were “magnified” with MNAC. 

C.M. You have been founder Artistic Director of MNAC since 2003. What is the policy of the institution you are leading with regards to Romanian 
contemporary photography? Do you consider it necessary the establishment of a museum exclusively dedicated to photography in Romania? 

R.B. First of all, MNAC pilots a policy of promoting contemporary ideas, at least this is how we conceived it ab initio, an ideation in the spirit of the 
boundary constantly mutating times we are passing through at a speed that oftentimes leaves us perplexed. It is common place that the status of 
mankind as a whole undergoes outstanding mutations and the artistic sphere integrates them, thinks over them, and sometimes even foresees them. 
Reflecting the laboured train of thought, actual sensibility and current cultural practices. New media, new trends and contents, rethinking oíd media, 
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Interviú cu Ruxandra Balaci* 
realizat de Cosmin Moldovan 


Cosmin Moldovan: Aveti o relatie "intima" cu fotografía, sunteti un real cunoscátor al scenei. De unde apetenta pentru fotografíe si «new media»? 

Ruxandra Balaci: Apetenta pentru fotografíe este legatá de un story personal pe care ti voi povesti poate cándva. M-am ocupat initial de istoria 
fotografiei, un domeniu inexplorat la noi, nlci páná atunci si din pácate nici de atunci íncoace. Páná azi lipseste o istorie a fotografiei románesti, am 
ínceput sá lucrez la asta demult dar, din pacate, am abandonat. Shif f-ul catre fotografía actúala si, prin extensie, catre ¡maginea "ultracontemporaná” 
s-a facut aproape de la slne. 

C.M. Ati fost tn anii '90 principalul curator al fotogaleriei GAD, proiect realizat impreuná cu Mihai Oroveanu. Povestiti-ne putin despre galería 
«underground» de la Artexpo. Ce ati intentionat sá reaiizati prin GAD? Se putea vorbi atunci de o “situatie dificilá” a fotografiei contemporane din 
Románia? A schimbat GAD perceptia publicului / lumii artistice / statului despre fotografíe si noile media? A “murít” GAD? De ce? 

R.B. GAD a constituit prima galerie "alternativa” din Bucuresti, un hlbrld de fapt, “parazitánd” un spatlu de trecere (un coridor) íntr-o cládire de stat. 
Functiona de obicel cu mult entuzlasm si fonduri prívate, mai precis ale Fundatlei Artexpo si prin contributiile persónate modeste ate curatorllor galerlei. 
Prezentam fotografié istoricá, (Talbot Ryce, Szathmary) sau stráini contemporani (Thomas Ruff, Martin Parr, Salgado, agnes b.) si, mai ales, ín 
premierá, fotografi románi sau, mai degrabá, artisti carefoloseau fotografía: Grigorescu, Király, subReal, Graur, Oroveanu, Bernea, Jacobi, Miháltlanu, 
Perjovschi, lacob, Igaszag, Rasovszky, Gáiná, Sávescu. Am lansat acolo foarte tlnerl, devenind ulterior artisti importanti - prima persónate a lui Mlrcea 
Cantor, pe-atunc¡ student “gonit” de la departamento foto din Cluj, Croitoru, Tudor/Vátámanu, Vanga, Gontz, Dediu, Cosma, Cománescu, etc. Pot 
sá spun, fárá falsá modestie, cá am avut "o máná” foarte buná. Era “bátate” pe programarea la GAD. 

Cánd ne-am apucat de GAD, ín 1992 - 93 ín Románia se dezbátea anacronic despre statutul fotografiei ca fiind “artlstlc” sau nu (amlntlnd de dispútele 
daguerriene de la mijlocul secolului 19) si sálile de expozitii, íncá sub amprenta comunistá, prezentau fotografii de club si de amatorl. 

Colaborarea cu Mihai Oroveanu a functionat atunci formativ pentru mine. Ulterior cred cá feed-back-u\ a fost pe másurá, mi-a revenit definirea 
strategiei curatoriale MNAC, lar colaborarea noastrá, cu inerente des hauts et des bas, contlnuá dupá aproape 15 ani. 

Mihai lucra mult pe fotografíe istoricá / interbelicá mai ales, eu pe “contemporan”, desi ínceputul doctoratului meu de atunci (la Oxford am studiat 
calotipia ín mod special si tehnici vechi ín general) túsese pe fotografíe istoricá románeascá. 

GAD ca proiect s-aíncheiat ín 2002, cánd am ínfiintat tranzitoriul dar novativul Kalinderu Medialab (nucleul MNAC) si apoi MNAC-ul... erau deja prea 
multe de acoperit. Din aceleasi motive am íncheiat si celálalt proiect pe care-l coordonam, revista Artelier (1998 - 2003). 

GAD a fost un loe extrem de trendy, de plácut, underground (nu se folosea termenul atunci) ín felül lüj. Noile media ísi gáseau pe-atunci locul doar la 
Centrul Soros pentru Artá Contemporaná, la departamentul de artá contemporaná pe care l-am ínfiintat ín 1995 ín conservatorul Muzeu National de 
Artá, la GAD si sporadic, la Artexpo. 

GAD n-a schimbat perceptia publicului, íncepe abia astázi MNAC-ul s-o facá, cu surprinzátor succes mai ales la publicul tánár, dar a schimbat / si a 
¡novat perceptia scenei artistice si a artistilorín general. Cei mai interesanti se aventurau ín noile media, vehiculándu-se, evident, si noi concepte. Má 
simteam o “pionierá” ín domeniu (cu entuziasmele si naivitátile unei pioniere care de multe ori m-au salvat, pentru cá mediul si contextul nu sustineau 
prea mult acest tip de exercitiu intelectual). Duceam o luptá surdá pentru a introduce ín "sistem” (pe atunci cu mult mai ín degringoladá ca astázi) 
orice mínima inovatie (m-am stráduit de pildá enorm pentru impunerea termenului de curator la nivel institutional ín Románia deceniului 10). 
Rezistenta si agresivitatea la nou a fost “magnifiatá” ín cazul MNAC. 

C.M. Sunteti Director Artistic al MNAC din 2003. Ce politicá duce institutia pe care o conduceti in ceea ce priveste fotografía contemporaná 
románeascá? Considerati cá e necesará in Románia o institutie muzealá specializatá strict in fotografíe? 

R.B. MNAC duce ín primul ránd o politicá de promovare a ideilor contemporane, asa cei putin am conceput-o ab initio, o ideatie ín spiritul vremurilor 
de granitá si ín permanentá mutatie pe care le tranzitám cu o vitezá care ne lasá perplecsi de multe ori. Este common place ca statutul umanitátii pe 
ansamblul ei suferá mutatii remarcable si zona artisticá le integreazá, gándeste asupra lor, uneori le prefigureazá de-a dreptul. Reflectarea cognitiei, 
sensibilitátii si practicilor actúale este prioritatea MNAC: medii noi, trend-un de ultima orá, regándirea vechilor medii relocate actual, recitirea unor 
fenomene mai vechi cu optici noi... cei putin asta esteín conceptia mea menirea unui muzeu de artá contemporaná. Sau, citándu-l pe Brian Flolmes 
“museums as proactive laboratories of social evolution”. 

Un loe dinamic care sá prezinte subtilitátile artei “ín facere”. Muzeul de tip elasie (dar acum s-a schimbat íntru-cátva si conceptul de muzeu de tip 
elasie) are altá menire. Nu cei contemporan... sunt de párerea colegilor mei cá ne ¡ntereseazá mai mult un muzeu de tip conflictual (the conflict 
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relocations ¡n progress... these are, from our point of view, the priorities to be displayed by a contemporary arts museum. Or, to quote Brian Holmes: 
to conceive the museum as “proactive laboratory of social evolution”. 

It is a dynamic place that presents the subtleties of art "”in the making”. I agree with my colleagues, Florin Tudor and Mihnea Mircan, that we are more 
interested by a “conflict museum’’, of course a conflict / debate of ideas / of controversia! approaches, rather than in a “malí museum’’ {entertalnment 
mainly). We may need a museum of photography. There are interesting collections of Romanian photography that have not been studied yet. The 
bad side of the story is that we scarcely have experts and our cultural system does not financially encourage curatorial or arts history research. As 
before, is still a drama from the financial point of view to work in a museum. 

C.M. There is a controversy, ever a boycott against MNAC, initiated by few of the important players on the local contemporary art scene. How do 
you explain this attitude? 

R.B. At least some of them are building themselves a PR capital with great ability that they would never have had at this level otherwise!:-) Do not 
forget the dictum (that I don't love, but which applies): you are powerful when you have powerful enemies. The polemic museum and the polemics 
within the museum are other criteria to subscribe to the critical complexity of the moment. Yet again, boycotts of Romanians against each other are 
related to the historie core of our nation; unfortunately it is not something new. 

When many were against MNAC, especially the local uncultured mass-media, epigone artists and conservative cultural milieu, I was comforted by the 
people at Pompidou who reminded me of the hostility faced by their project in Paris back in the ’70s and ’80s; this hostility manifested for 7 or 8 years 
following the opening (and that was Paris, not Bucharesti). Unfortunately there are many malevolent, mediocre and aggressive people. The valúes of 
transition, sub-belief constructs, Ufe process in times of crisis... on fait avec. 

MNAC should present vanguard ideas, the aspirations of strong artistic personalities, boundary situations of a transitional community which is 
becoming international, at the full swing of economic and social mutation. Should open without any complexes towards the international art milieu, 
intégrate in an international network, and finally should reflect, whether we like it or not, the status quo of the country where it is. (Of course it must 
resist professional stress, to inherent hostility triggered by assuming the new, to work with extremely powerful artistic subjectivities, that all the big 
¡nstitutions of that kind, all over, are subject to). 

C.M. Still in the field of controversy, you were the curator of Romanía in 2001 at the Venice Biennial. Why do you think that, in 2001, a Romanian 
pavilion for the first time presenting digital arts and «new media» raised controversy in the artistic world back home? 

R.B. Unfortunately people back home are lacking fine taste and are uninformed with regard to the visual. Hopefully in the future they will travel more 
and they will see more things. The young especially are already doing it. I hope MNAC will at least start constructing a taste in the field. 

Besides setting up a «new media» pavilion - the Patatics / Rasovszky project- another very important aspect was that we presented, for the first time, 
the music of a DJ in Venice (DJ Sleek / now Gypsy Bogdan a NY resident), before the presence of DJs became a fashion in contemporary art (to my 
knowledge, they were first introduced to the Biennial in our pavilion and in the North one, “a detail” that of course was not officially recorded by 
Western art). 

C.M. You are one ofthe prominent theorists and curators in Romanía, with a portfolio rich in international exhibitions and theoreticat works published 
in important international magazines. You contributed to the «Experiment catalogue...» with the text «Photography. A possible chronology of an 
experimental chapter», anaiyzing Romanian photographic experimentation since the ’60s. Has Romanian photography preserved its experimental 
status after 1990? The artists who used photography in the ’80s also dominated the stage during the ’90s. Did you notice a "relaxation " of their work 
or was "post-communist, transitional Romanía" a rich theme for them? 

R.B. Photography has become one of the most widely used media in contemporary arts. It can no longer be defined as experimental stricto sensu. 
Although in that catalogue the term “experiment” also had metaphoric meanings referrlng to the fact that the viable artistic road presupposes the 
continuous experimentation of ideas. 

Photography is currently generating questions related to the somehow cutting edge experiences we are involved: questioning the relations of the individual 
within the community, social mutations, the accelerated relations between time and space, between existence and perception, between image and reality. 
In the tech-wizardry age, filtering or changing the meaning of art, in between the borders of reality / hyper-reality / virtual manipulation photography and 
video seldom reach the very constitution of cognition through image. 

Visual cognition that is finally located itself at the crossroad between arts / philosophy / psychology / sociology / media. 

Of course artists document the topic of post-communist Romanía. It is an iranio or bitterly assumed archive of contradictory aspeets, metamorphlc, 
humble or surprising, failures either interiorized or to be found at the large social scale. 

Amid the new generations, one can see relaxation, amused detachment from post-socialism, visions adjusted to a changing reality, but also more acute 
ontological neo-romantic dlmensions related to the contradiction between alienation and freedom. 
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museum), un conflict / dezbatere de idei bineínteles, decát un muzeu de tip malí (enterteinment mainly). Probabil cá ar f¡ nevoie de un muzeu al 
fotografiei. Exista colectii interesante si nestudiate de fotografié románeascá. Partea proastá e cá n-avem deloe specialisti ¡ar sistemul nostru cultural 
nu íncurajeazá financiar cercetarea curatorialá sau de istoria artei. Ca si páná acum, este Tn continuare ín Románia o drama financiará sá lucrezi íntr-un 
muzeu. 

C.M. Exista o controversá, ba chiar un boicot impotriva MNAC, initiat de unii dintre actorii importanti ai scenei contemporane de arta. Cum va explicatí 
aceastá atitudine? 

R.B. Unii cel putin ísi construiesc cu mare abilitate un capital de PR pe care altfel nu l-ar fi avut niciodatá la aceste cote!:-) A nu se uita dictonul (pe 
care nu-l iubesc, dar e valabil): esti puternic cánd ai dusmani puternici. Muzeul polemic si polémica ín muzeu / dealing with controversia! approaches 
sunt fárá índoialá criterii de a subscrie contemporaneitátii critice. Si iarási boicoturile románilor íntre ei tin de esenta istoricá a natiei; din pácate nu este 
ceva nou. lar principiul (instalat de o mass-media dominantá) cá cine e mai agresiv si tipá mai tare are si dreptate, este din pácate eficient, desi 
mincinos ín esentá. 

Cánd multá lume era contra MNAC, mai ales presa localá necultivatá, artisti epigonici, medii cultúrale conservatoare, m-au consolat cei de la 
Pompidou, amintindu-mi cu cátá ostilitate túsese íntámpinat proiectul lor ín Parisul anilor 70 / ’80; ostilitatea s-a manifestat vreo 6 - 7 ani dupá 
inaugurare (si era Parisul nu Bucurestiull). lar ráuvoitori ín Románia, crispati, mediocri si agresivi, existá din pácate ín cantitate toarte mare. Valorile 
tranzitlei, constructe subelief, lite process in times of crisis... on faitavec. 

MNAC-ul prezintá ideile avansate, aspiratiile várfurilor artistice, situatiile de granitá ale unei comunitáti ín tranzitie, ín curs de internationalizare, ín plin 
proces mutativ economic si social. Deschis spre international fárá complexe, reflectá, cá ne place sau nu, status guo-ul tárii ín care se aflá (si trebuie 
sá reziste stresului profesional, ostilitátilor inerente declansate de asumarea noutátii, lucrului cu subiectivitáti artistice temperamental extrem de 
puternice, la care peste tot ín lume sunt supuse marile instituto de gen.) 

C.M. Discutánd tot despre controverse, ati curat participarea Romániei in 2001 la Bienala de la Venetia. De ce credeti cá, in anuí 2001 un pavilion 
románese prezentánd pentru prima data arta digitalá si «new media» a creat controverse in lumea artisticá din tara? 

R.B. Lumea din tará, este din pácate íncá o lume tristá, cu putin gust si fárá informatie pe vizual. Dar poate o sá ínceapá ín curánd sá deviná mai 
vesela si mai dezinhibatá. Sá cálátoreascá, sá vadá mai multe. Mai ales generatiile tiñere o tac deja. Si sper ca MNAC sá deschidá mácar gustul pentru 
domeniu. 

Pe lángá instalarea unui pavilion new media - proiectul Patatics / Rasovszky - extrem de semnificativ a fost atunci faptul cá prezentam pentru prima 
datá si muzica unul Dj la Venezia (Dj Sleek/actual Gypsy Bogdan rezident ín NY), ínainte ca moda Dj-ilor sá invadeze spatiul artei contemporane (au 
fost introdusi pentru prima datá la Blenalá, dupa stiinta mea, ín pavilionul nostru si ín pavilionul Nordic, “detaliu” neínregistrat oficial de arta vestlcá, 
evident). 

C.M. Sunteti unul din teoreticienii si curatorii de marca din Románia, cu un portofoliu bogat in expozitii internationale si lucrári teoretice in importante 
publicatii internationale. Ati colaborat la catalogul«Experiment...» cu textul«Fotografía. Posibilá cronologie a unui capitol experimental ce sondeazá 
experimentul fotografíe románese, incepánd din anii 60». fsi menpne fotografía románeascá statutul experimental si dupá '90? Artistii care au folosit 
fotografía in anii '80 au dominat scena si in anii '90. Ati observat o “relaxare" a demersului lor sau a constituit “Románia posteomunistá, in tranzitie” 
o temá generoasá pentru acestia? 

R.B. Fotografía a devenit unul dintre cele mai uzitate medii de exprimare ín arta contemporaná. Nu mai poate fi definitá ca experimentalá stricto sensu. 
Desi ín catalogul cu pricina termenul de “experiment” comportá si nuante metaforice ín sensul cá parcursul artistic valabil este cel ín care ideatia 
experimenteazá contlnuu. 

Fotografía genereazá acum íntrebári de granitá: chestionánd raporturile dintre individualitate si comunitate, mutatiile sociale, raportárile accelerate 
dintre timp si spatiu, dintre existentá si perceptie, dintre imagine si realitate. Comutánd sensul artei, intercalárlle realitate / hyperrealitate / virtualitate 
/ manipulare / filtrare ín época de tech-wizardry ajung uneori la ínsási constituirea cognltlei prin imagine. 

Fotografía s-ar plasa acum la intersectla íntre artá / filosofie / psihologie / sociologie / media. 

Artistii documenteazá subiectul “suculent” al Romániei posteomuniste. O arhivá ironicá sau amar-asumatá de aspeóte contradictorii, metamorfice, 
umile sau surprinzátoare, esecuri, interiorízate sau asúmate, individúale sau regásibile ín macro-social. 

Relaxarea, detasarea amuzatá de postsocialism, viziuni ajústate la o realitate ín schimbare si acutizarea unor dimensiuni neo-romantice tinánd de 
vársta dar si de contradicha dintre alienare si libértate, sunt decelabile la noile generatii. 

Stimul de gándire sau sugestie pentru contemplare, imaglnea se constituie ca senzor al epocii, vestigiu al velocitátii culturii de tranzit pe care o 
parcurgem. Oscilánd íntre comunicarea agresivá manipulantá si comunicarea subtilá unor atitudini intime de mare finete, íntre tactics ofappearance 
and of dissappearence. 
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A stimulus for thought or a suggestion for contemplation, image becomes a sensor of the age, a vestige of the velocity of the transitional culture we 
are witnessing. It is oscillating between manipulating aggressive communication and the subtle communication of fine intímate attitudes, between 
tactics of appearance and of disappearance. 

C.M. How does the Romanian public receive contemporary photography now? Do you think there still exists a certain confusión, emerging from a 
proiiferation of imposture, of pseudo-artistic photography overlapping artistic photography? Have things become clearer? 

R.B. Cultural confusión, imposture and bad taste in general, a lack of training ¡n the visual field even among those who are seen as cultural 
personalices in Romania (I am either terrified or amused by opinlons on the visual from literary critics, for ¡nstance, or from other so-called opinion- 
makers who utter all kinds of stupid things in our transition media; when will we be able to admlt that we are not good at everything?) are still great, 
although we do have absolutely remarkable visual-field players, yet ¡nsufflclently promoted, misunderstood and envied. We still lack that ironic and 
detached nonchalance coming from the elegance of civilization... or the intellectual relaxation towards one's own work. I have met people who take 
themselves so seriously that they lock themselves wlthin thelr own products / ¡deas. 

We still need some humbleness coming from elevation, some elegance... More clarlty, character, some reflned optimism, less worthless ego, less 
Balkan style sterile talks and more ability to act, and last but not least an improved financial situation, both at institutlonal and individual levels, which 
would guarantee more coherence in our efforts. 

C.M. Do you see a photography market taking shape in Romania? How will it be influenced by the European one? When do you think Romanian 
photography will have commercial success it has abroad? 

R.B. Probably when contemporary art as a whole will have the commercial success it has abroad:-) When we really enter the International museum 
and gallery network. (The Western art market obviously dictates the policy in the field, clearly prejudiclng “Eastern valúes”; ¡t ¡s a frustrating, but obvious 
fact and this is not the place to comment on the “subtleties” of the Western art market that has exlsted and worked as a very well-regulated 
mechanism for such a long time). Also, when we will be able to compare the percentage of the populatlon visitlng museums, of all the vlsitors to 
MNAC, about 50 percent are foreigners. 

C.M. What do you think about the Romanian photography schools? Have they become an important part of the Romanian photography scene? 

R.B. I have the greatest consideraron for the Photo video Department in Bucharest that has already produced well-known artists and provides 
students with a true intellectual openness. It is one of the few non-conservative departments ¡n the Arts Unlverslty. 

C.M. Your «Chronology ...» from the «Experiment...» exhibition catalogue ends in 1996. Could you summarily anaiyze the last 10 years of Romanian 
photography? Trends, artists, theorists? 

R.B. I would need 20 more pages and some more time (this interview carne up at the last moment:-) 

The greatest change in the last 10 years, has obviously been the Computer and the dlgltallzatlon of the visual field, deeply changlng the reference 
parameters In the field. (With amusement I remember that I first brought a Computer into a museum ¡n 1995, to the department of contemporary art 
I had established in MNAR, with a Soros grant! And than I ¡naugurated the department with a Perjovschi exhibition!) 

A step has been taken from the basics of photography and traditional techniques to the endless combinatorlal Computer manipulations. 

It Is clear that Romanian photography is no longer ¡n ¡ts pioneering years. Grigorescu, Klrály, subREAL, Calin Dan, Cantor, Vanga, Croitoru, Botea 
(Irina and Rázvan), Nanea, Gontz, Cosma, Nemes, Dúo van der Mixt, Pogácean mainly work with photography and video (the still-like quality of video 
images). 

As trends one can notlce the natural belonglng to the International splrit of the time. 

We have fewer theorists, in my opinión. There are remarkable articles / essays by Calin Dan, Mihnea Mircan, Raluca Velisar, Cosmln Costinas, Alex 
Leo Serban. 

For photography Galeria Nouá ¡s generating probably the most ¡nteresting gallery program ¡n Bucharest at the present time. 

MNAC conslders photography as part of the contemporary discourse, without really “¡solatlng” it as a category... the classical-type boundaries 
between genres and categories being useful rather from the didactic polnt of view, but ever less relevant ¡n the process of contemporary inventiveness. 
There have been more than 160 years since photography was invented (and 40 years slnce the apparition of video art). 

Oíd new media, as It was defined, has come quite a long way over the last ten years, often moving to new new media: computerbasedart. From this 
perspectlve, metaphorically speaking, it has preserved ¡ts experimental character... subject to relentless modernization. 
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C.M. Cum recepteazá publicul román acum fotografía contemporaná de arta? Credeti cá mai exista o anumita confuzie, rezuitánd dintr-o proliferare 
a impostura, a unei fotografíi pseudo-artistice care se suprapune fotografíei de artá? S-au mai clarificat lucrurile? 

R.B. Confuzia cultúrala, impostura si prostul gust ín general, lipsa de pregatire pe vlzual chlar ín rándul consideratelor várfuri cultúrale románesti (sunt 
cánd oripilatá cánd amuzatá de opinil vizuale emise de critici literari, de pildá, sau a altor asa zisi formatorl de opinie ce debiteazá nestingheriti 
enormitáti prin massmedia de tranzitle, cánd vom ti oare dispusl sá admltem cá nu ne pricepem chiar la tot?) este íncá mare desi avem si actori 
culturan absolut remarcabili, ínsá insuficient promovati, neíntelesi si ¡nvidiati. Ne llpseste íncá acea nonsalantá ironicá si detasatá, rasarea pe care o 
dá eleganta civ¡litátii...sau relaxarea intelectualá vis-á-vis de propria operá. 

Am íntálnit lume care se ia atát de ín serlos íncat se ínchisteazá ín proprille produse / idei. 

Putiná umilintá din elevare, putiná elegantá... ne-ar mai trebui... Mai multá clarltate, carácter, ceva optimism raflnat, mal putlne orgolli nerentabile, mai 
putiná vorbárie sterilá Balkan style si mai multá capacítate de a actiona, nu ín ultimul ránd o mai buná situatie financiará atát la nivel instltutional cát 
si individual, care ne-ar garanta si o mai mare coerentáín efort. 

C.M. Vedeti confígurándu-se o piatá de fotografíe in Romanía? Cum va fí influentatá aceastá de piata europeaná? Cánd credeti cá va ajunge fotografía 
ín Románia la un succes comercial comparaba cu ceI din atará? 

R.B. Probabil tot atunci cánd arta contemporaná ín general va ajunge sá aibá un succes comercial comparabil cu cel de-afará:-) Cánd vom intra 
realmente ín circuite muzeale si de galerii internationale. l/\rt market-u\ occidental dicteazá evident política ín domeniu, prejudiciind íncá flagrant 
"valorile estice”; este frustrant dar tiñe de realitatea evidentá si nu este aici locul de comentat “subtilitátile” pietei de artá occidentale de mult timp 
constituite si functionánd ca mecanism toarte bine reglat.) Si cánd procentul de populatie vizitatoare de muzee va fi deasemenea comparabil. Din 
totalul de vizitatori MNAC cam 50 la sutá sunt stráini. 

C.M. Ce parere aveti despre scolile de fotografíe din Románia? Au ajuns acestea o componentá importantá a scenei románesti de fotografíe? 

R.B. Am toatá consideraba pentru Departamento Foto-Video de la Bucuresti care a format artisti valabili si oferá o realá deschidere intelectualá 
studentilor. E una dintre putinele catedre nonconservatoare din Universitatea de Artá. 

C.M. «Cronología...«dumneavoastrá din catalogul expozitiei«Experiment. ..«se opreste ín 1996. Puteti sá radiografíati putin ultimii 10 ani de fotografíe 
románeascá? Trenduri, artisti, teoreticieni? 

R.B. Mi-ar mai trebui 20 de pagini si ceva mai mult timp la dispozitie (acest interviú a venit ín ultima clipá :-) 

Schimbarea majorá, ín ultimul deceniu, a constituit-o, evident, computerul / “digitalizarea vizualului” modificánd radical parametrii de referintá ai 
domeniului. (ími amintesc amuzatá cá pentru prima datá am adus un Computer ín muzeu, printr-o aplicatie Soros, ín 1995 la departamentul de artá 
contemporaná pe care íl ínfiintasem ín MNAR si pe care am decis atunci sá-l inaugurez cu o expozitie Perjovschi!) 

Pasul a fost fácut de la bas/cs-urile fotografíei si tehnicile traditionale la infinítele manipulatii combinative pe Computer... documentary like, film footage 
stills- uri, numerique / digital imagery, multimedia, posters-print, animatronic images, internet-based art... descentran / dematerializári / hibridizári / 
virtualizári consone inflatiei de imagine si hiperbolizárii vizualului fárá precedent. 

Este cert cá fotografía románeascá nu mai este ín faza de pionierat. Grigorescu, Király, Cálin Dan, Cantor, Vátámanu / Tudor, Croitoru, Botea (Irina 
si Rázvan), Nancá, Gontz, Cosma, Nemes, Pogácean, Dúo van der Mixt lucreazá preponderent cu fotografié si video (calitatea still-like a imaginii 
video). 

Ca frend-uri este sesizabilá apartenenta fireascá la spiritul international ce defineste momentul. 

Teoreticieni mai putini as zice. Remarcabile articole / eseuri de Cálin Dan, Mihnea Mircan, Raluca Velisar, Cosmin Costinas, Alex Leo Serban. 

Galeria Nouá “face onorurile” fotografiei, generánd probabil ín acest moment cel mai interesant program de galerie la Bucuresti. 

MNAC-ul considera fotografía parte integrantá a discursului contemporan, fárá sá o mai “izoleze” neapárat categorial... delimitárile clasicizante, pe 
genuri si categorii fiind mai degrabá folositoare ín ordine didacticá, dar din ce ín ce mai putin relevante ín procesualitatea inventivitátii actúale. 

Au trecut mai mult de 160 de ani de cánd fotografía a fost inventatá tehnic (si 40 de ani de la aparitia artei video). 

Oíd new media cum a fost definitá a fácut destulá cale la noi ín ultimii zece ani migránd adeseori ín new new media: computerbasedart. Din aceastá 
perspectiva, metaforic vorbind, si-a pástrat, iatá, caracterul experimental... subject to relentless modernization. 
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Contemporary Photography. Five Points of View: 

Cálin Dan, Teodor Graur, losif Király, Dan Miháltianu, subREAL 

Interviews by Raluca Néstor 

Raluca Néstor: As a young artist drawn to the experímentalist stream how didyou manage to survive confrontation with the communist regime, a conformist 
and strict political regime, incapable ofpromoting change and innovation? 

Cálin Dan: I managed to survive just like everyone else - operating within a small circle of friends and colleagues who shared the same ideas. I oscillated 
between art criticism, curatorial practice and artistic production, trying to define my own territory through writing and through those - few - events that we 
managed to put together. It was a sort of balance act that I was playing with censorship, for as an external contributor and later on as an editor of the Arta 
magazine, I tried percolating there all the events that had been banned in the mainstream press. The “suppression through irrelevance” was an efficient 
strategy applied by the oppressing class, in the sense that events such as exhibitions, performances, lectures, etc. were tolerated to the extent to which 
they occurred in obscurity, isolated in minor institutions, out of Bucharest if possible. The cultural press made no mention of them, and catalogues - those 
¡nstruments paramount for the survival of any visual discourse anchored in temporality and transition - would not be approved for printing or - if printed - 
for release. 

Teodor Graur: I made my debut as an artist in 1980, with a collective exhibition at the A-35 space (in the basement of Orizont gallery), along with colleagues 
from the same generation: Bandalac, Miháltianu, Paraschiv (with Radu Procopovici as curator). The event was received fairly well by the press and by 
experts at that time, because, on the one hand, there was a general feeling of sympathy towards the "serious" young men, who were making constant 
efforts and proved that they had studied thoroughly, and on the other, because works were seen in the light of experimentalism. Each of us aimed at building 
an individual discourse for this flrst exhibition (we didn't communicate during work, and we didn't get to know each other's projects), expressed through 
two-dimensional / parietal Ítems - drawing, painting, as well as through three-dimensional objects. It was the first event I ever remember, although we had 
also taken part in various exhibitions, with individual works. I had graduated from the “Nicolae Grigorescu” Institute of Fine Arts in Bucharest two years 
before, yet from a department regarded as minor - the three year Faculty of Drawing (which trained drawing teachers for primary and secondary education), 
and the professor with whom I had studied - a well-known painter - could not be viewed as a mentor figure.. .1 had the feeling that I had to act, that it was 
necessary to find a way; I also needed a confirmation that what I did was right. Before the Institute of Fine Arts, I had attended a technical school of interior 
architecture (STACO), where I was trained in design. During the same period I began to work using photography. I kept in touch with some of my colleagues 
and we would monitor each other's evolution. It was hard to obtain information. We had no idea of what was going on abroad; there were very few people 
who could travel to the West. Thus, we would search for models on the local scene. We didn't know much about the phenomenon of contemporary art: 
we acted intuitively and theoretically, reiterating somehow unconsciously outdated moments in the 20th century art. 

We didn't find out about the installation as a médium, though we were working with three-dimensional objects disposed discursively. We experimented 
with painting techniques; we patched photography, painting or drawing. We would build up objects. It was still in the 80s that I started to perform on my 
own, in a prívate space. The experiment was an exciting and compelling experience, even when shared in a restricted circle. Flowever, in those years you 
could work quietlyas an artist, if you didn't have public exposure (the exhibitions and public events were subject to censorship and under surveillance). I 
took advantage of this situation. Yet there were other opportunities of performing in public spaces as well. Thus, even in the first years, I was invited, as a 
young artist, to attend exhibitions and interdisciplinary events, such as the ones held by Wanda Mihuleac at the Ion Mincu Institute of Architecture in 
Bucharest: The Object Space (1982) and The Mirror Space (1984). They were conceptual exhibitions with cultural themes, a genuine school for young 
people, where a certain level was required in order to be selected. Sometimes additional events would accompany them, lectures or debates delivered by 
personalities from various domains: artists, researchers, writers, philosophers. It was then that I met, among others, Mircea Florian, Andrei Oisteanu or Dorin 
Stefan, who were all transgressing other domains, more interconnected with the visual arts. I think those events could occur because of cultural motivation 
and because the organiser would enjoy the bitter trust of the censorship authorities. 

losif Király: I lived and worked within several small circles of remarkable people with whom, to a certain extent, I shared the same set of valúes (valúes which 
were completely inconsistent with the one endorsed by the communist regime). 

- At the Architecture and Urbanism Institute in Timisoara, where I worked during that period, I socialised with a number of fellow young architects who were 
concemed with the latest trends and tendencies in architecture as well as with the impact of technology upon culture and human communication. The most 
up-to-date architecture magazines would circuíate within that circle, along with recently published books from abroad, in either their original or photocopied 
forms, books that you would never dream of finding them on the shelves of bookshops or libraries. I also had cióse relationships with my former professors 
who, at that time, were in a process of recuperating “the fundamental spiritual valúes” of lite and art. 
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Fotografía contemporaná. Cinci puñete de vedere: 

Cálin Dan, Teodor Graur, losif Király, Dan Miháltianu, subREAL 

Interviuri realízate de Raluca Néstor 

Raluca Néstor: Cum ati supravietuit ca tañar artist, atras de filonul experimentalist, confruntárii cu sistemul comunist, sistem politic conformist si rigid 
incapabil de a promova schimbarea, inovatia? 

Cálin Dan: Am supravietuit pe de o parte ca toatá lumea - prin frecventarea unui cerc restráns de prieteni si colegi care ímpartáseau aceleasi idei. 
Pendulam íntre critica de artá, organizarea de expozitii si producto artisticá, íncercánd sá ími defínese un teritoriu de autonomie prin scris si prin cele 
cáteva - putine - evenimente pe care am reusit sá le organizám sau la care am reusit sá particip. Era si un fel de joacá iresponsabilá cu cenzura ín 
ceea ce má priveste, deoarece ín calitate de colaborator extern, apoi de redactor la revista Arta, am cáutat sá fac loe acolo unor evenimente care au 
fost cenzurate ín presá. “Sufocares prin ¡relevantá” era o strategie eficientá a clasei opresive, ín sensul cá evenimentele de tip expozitii, performante, 
eoloevii etc. erau tolérate ín másura ín care se produceau ín anonimat, ín izolarea unor institutii margínale, preferabil din provincie. Presa cultúrala nu 
le mentiona, ¡ar cataloage - acele instrumente indispensabile ale supravietuirii unui discurs vizual bazat pe temporalitate, pe tranzitoriu - nu se publicau. 

Teodor Graur: Am debutat ca artist ín anuí 1980, íntr-o expozitie de grup la A-35 (subsol Orizont), ímpreuná cu colegi de genérate: Bandalac, 
Miháltianu, Paraschiv (curator: Radu Procopovici). A fost, un eveniment destul de bine primit de presá si de specialisti, ín perioada aceea, pentru cá 
era un sentiment de simpatie pentru tinerii “seriosi”, care fáceau eforturi si dovedeau cá studiaserá temeinic, pe de o parte; si pentru cá lucrul era 
vázut prin filtrul “experimentalismului”, pe de altá parte. Ne propuseserám, flecare, ín acea prima expozitie, un discurs personal (nu am comunicatín 
timpul lucrului, si nu am cunoscut proiectele colegilor) exprimat prin piese bidimensionale / parietale - desen, picturá, cát si obiecte tridimensionale. 
A fost primul eveniment de care ími amintesc, cu tóate cá mai participasem la expozitii diferite, cu lucrári singuiare. Absolvisem Institutul de Arte 
Plastice “Nicolae Grigorescu” din Bucuresti cu doi ani ín urmá, dar o sectie consideratá minora - Facultatea de desen (profesori de desen pentru 
ínvátámántul general), cu durata de numai trei ani, iar profesorul cu care studiasem - un cunoscut pictor, nu má convinsese ca model... Aveam 
sentimentul cá trebuie sá actionez, cá este imperios necesar sá gásesc o directie; aveam nevoie si de o confirmare cá ceea ce fac este bun. Urmasem, 
ínainte de “arte plastice”, si o scoalá tehnicá (STACO) de arhitecturá de interior, si má initiasem ín sistemul de proiectare. Tot ín perioada aceea, am 
ínceput sá lucrez fotografié. Tineam legátura cu tptí colegi, si ne urmáream, íntre noi, evolutia. Informatia circula anevoios. Nu stiam ce se íntámpla 
ín afará; erau foarte putini cei ce puteau cálátori ín Occident. Cáutam modele pe scena lócala. Nu stiam prea multe despre fenomenul artei 
contemporane: actionam intuitiv si speculativ, reiteránd oarecum inconstient momente revolute din arta secolului XX. 

Nu stiam despre instálate, desi lucram cu elemente tridimensionale amplasate discursiv. Experimentam tehnici de picturá, juxtapuneam fotografié si 
picturá sau desen. Construiam obiecte. Tot ín anii '80, am ínceput sá fac actiuni, ín spatiu privat. Experimente era o ocupatie interesantá si captivantá, 
chiar dacá ímpártasit ín grup restráns. Pe vremea aceea, puteai sá lucrezi, totusi.jn liniste ca artist, dacá nu apáreai ín spatiul public (expozitiile si 
evenimentele cu public erau cenzurate si urmarite). Am profitat de aceastá sitúate. ínsá au fost si únele oportunitáti de a lucra ín spatii publice. Astfel, 
chiar ín perioada de ínceput, am fost invitat, ca tánár artist, la expozitii si manifestári interdisciplinare, cum au fost cele organízate de Wanda Mihuleac, 
la Institutul de Arhitecturá “Ion Mincu”, Bucuresti: Spatiu - Obiect, 1982 si Spatiu - Oglinda, 1984. Erau expozitii conceptúale cu tematicá culturalá, o 
adeváratá scoalá pentru tineri, unde se cerea un anumit nivel pentru a fi selectat; uneori erau acompaniate de evenimente complementare, prelegeri 
sau dezbateri sustinute de personalitáti avánd specialitáti diverse: artisti, cercetátori, scriitori, filosofi. Atunci i-am cunoscut, printre alt¡¡, pe Mircea 
Florian pe Andrei Oisteanu si pe Dorin Stefan, care transgresau alte domenii, ínspre arte vizuale. Cred cá aceste manifestári erau posibile datoritá 
motivatiei cultúrale si pentru cá organizatorul beneficia de íncrederea limitatá a organelor de cenzurá. 

losif Király: Am tráit si m-am miscat simultan ín mai multe cercuri mici de oameni de calitate cu care ímpártáseam - oarecum - acelasi sistem de valori 
(care era ín totalá disonantá cu cei promovat de regimul comunist). 

- Pe de-o parte la Institutul de Proiectári din Timisoara, unde lucram ín acei ani, má íntálneam zilnic cu cátiva tineri colegi arhitecti foarte preocupati 
de ultímele cúrente si tendinteín arhitecturá, dar nu numai, de impactul tehnologic asupra culturii si comunicárii inter-umane, etc. ín acest cerc circulau 
cele mai recente reviste de arhitecturá, cárti stráine proaspát publícate, ín original sau xerox-ate, care nici nu puteai visa cá vor fi vreodatá traduse la 
noi ori cá se vor gási pe rafturile libráriilor sau bibliotecilor. Pe de altá parte, aveam stránse relatii cu fostii mei profesori aflati atunci ín plin proces de 
reíntoarcere la “valorile spirituale fundaméntale” ale vietii si artei. 

- Cu Stefan Bertalan au fost perioade, laínceputul anilor '80, cánd má íntálneam zilnic, fáceam lungi plimbári pe malul Begái si purtam interminabile 
discutii despre natura, artá si pozitia artistului ín lume, despre religie si sistemul politic ín care tráiam, etc. 

- Cu Constantin Flondor, familia Tulcan si lleana Pintilie ne íntálneam sáptámánal, pe ránd la flecare dintre noi acasá si citeam ímpreuná diferite texte 
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- There were times during the early '80s when Stefan Bertalan & I would meet on the bank of the Bega river, and have daily walks and endless conversations 
about nature, art and the artist's condition in the world, about religión and the political system we were living in. 

- Weekly I would get together with Constantin Flondor, the Tutean couple and lleana Pintilíe, alternately at each others homes. We would read aloud and 
dlscuss various obscure esoteric texts and the evening would always end with a dlnner cooked by the host, during which we would talk, mainly about art, 
artists and the ways in which we could survive and resist the system. However, the texts became shorter and shorter over time, while the political debates 
over dinner became longer and longer... 

- Along with Cálin Beloescu, who was coordinating the Atelier 35 Timisoara (the organisation for young artists, subordlnated to the Union of Artists), we 
attempted to lend a more experimentallst direction to the movement in a provincial artistic context which was characterized by discrepancies. We were 
both involved ¡n the Mail-art movement and wanted to inject into the A35 program a great deal of ideas which we carne across ¡n the network. We prepared 
and organized meetings and exhibitions and invited artists from other cities, so that A35 Timisoara became, at that time, one of the most active organizations 
of its kind in Romania. 

-1 had sporadic exchanges with artists and critics from Bucharest (Wanda Mihuleac, Anca Vasiliu, Magda Cámeci, Cálin Dan, Andrei Oisteanu, Mircea 
Florian, Teodor Graur, Dan Miháltianu, and Roxana Trestioreanu) whenever I travelled to the city I would meet and exchange professional information with 
some of them. I shared a cióse friendship with Radu Igazsag, who moved to Bucharest at the beginning of the '80s, having met in 1980 when we were 
both on probation in Targu Jiu where together we founded Atelier 35 Tárgu Jiu. In 1991 we started within the University of Arts in Bucharest a photo & 
video course which enjoyed considerable success, and inspired us to take the necessary steps to establish FVPCI (Department for Photo-Video and 
Computer Processing of the Image) in the ffame of UNAB (the National University of Arts, Bucharest), which happened in 1995. 

Dan Miháltianu: Clearly, the Romanian communist regime in its final years didn't leave much room for artistic experiments that didn't serve its immediate 
interests. However, “the artistic experiment” had been able to find a means of expression before, during the period of relaxation in the 1960s and during 
the gradual movement towards the cultural isolation of the early 1980s. By and large, there were three main types of manifestations / altitudes / approaches: 

- The initiatives of the UAP (the Oldest Trade Association of artists in Romania, fouded in 1950 - “Uniunea Artistilor Plastici”) and Atelier 35 (the Youth 
Organization of the afore mentioned) and of their members. A series of these events tfirt and the City, Study, The Writing, The Expression of the Human 
Body, The Mirror Space, Mail Art, Alternative, The Photography Mobile) had a huge impact on the artistic scene of the time. We can add to these a series 
of solo exhibitions in which some artists tried to assume as much ffeedom of expression as possible. Although some of these were partially suppressed, 
shut down or forbidden, they couldn't be eiiminated altogether and remained landmark events. 

- Restricted or prívate access events of the type "Installations and Performance’’: the A35 creation camp in Sibiu in 1986 or House pARTy in 1987 - 1988, 
as well as the strictly individual initiatives performed in workshops and apartments. 

- Participation in various international exhibitions, contests, biennials and experimental events abroad, sometimes with the support of the UAP, but mainly 
at great individual logistical and financial cost: this was a frustrating experience, mainly because the artist was unable to establish a real dialogue with the 
organisers and physical presence at these events was basically impossible. 

Nevertheless, all this ought to be perceived against a background of a general aspiration to “normality”, a means of survival noticeable even ¡n more 
restricted social structures like concentration camps, gulags, etc. The attempt to live a normal lite, adapted to the given circumstances, should also not be 
overlooked. This exercise of survival was based on various modes of individual existence. Some individuáis, including artists, opted for an existence of 
genuine self-determination and self-awareness, while others complied with social conventions and indulged in conformism. 

R.N. What was the impact that the crísis of the '80s in Romanian experimentalism had upon you and how did you manage to carry on among the few 
advocates of this current? Weren 't you tempted to return towards traditional methods that were practiced at that time, to replace the prospective view with 
a retrospective or an introspective one? 

C.D. I couldn't go back to a tradition I was lacking. My education - Science at first and later on art history and theory - kept me away from the practices of 
painting and / or of other fields in which the local tradition prevailed. Deprived of this “gift”, the only dormán left to me was the one of “mechanical reproduction”. 

T.G. Being attracted by the experiment lies in the nature of each of us, it is an individual bent, a matrix of each and every one of us, ¡respective of age and 
other socio-cultural. Any art form was possible under the totaiitarian rule, as l've pointed out, as long as it didn't go beyond prívate space (including the 
artist's workshop). There were people who chose certain means of artistic manifestation: some practiced traditional art, trying to make a career, with clients 
and collectors, others took to an official art (that sweet-boring and harmless production of artefacts of an “insipid” nature) or decorative (applied) art, also 
aiming at sales; some specialised in propagandistic art, carrying out direct orders of the communist party, others even succeeded in combining one of those 
categories with contemporary art. An interesting example in this respect is Ion Bitzan (in my opinión, one of our greatest artists), who, apart from a significant 
contemporary artwork of an unquestionable valué, also served the propaganda of the communist regime and of its leader (he never acknowledged this 
stage of his activity - which, under certain circumstances can be subscribed to the phenomenon of contemporary art, in its post-modem understanding, 
and this attitude represented a personal drama for him). I only made installations. However, at one point in the early '90s, I had the chance of carrying out 
a project with Bitzan (we had taken part in several collectlve exhibitions as early as in the ’80s): he suggested we planned an event about Lenin, the father 
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mai mult sau mai putin ezoterice, dupá care le comentam si totul se íncheia cu o ciná pregátitá íntotdeauna de catre gazdá, ciná de-a lungul cáreia 
discutam mai mult despre arta, artisti si cum putem supravietui si rezista sistemului. Cu timpul ínsá textele au devenit tot mai scurte si cinele cu 
discutiile cu tente politice tot mai lungi... 

- Cu Cálin Beloescu, care era coordonatorul Atelier 35 Timisoara, íncercam sá imprimám o directie mai experimentáis grupárii, íntr-un context artistic 
provincial si total defazat. Ambii eram la fel de implicati ín miscarea Mail-art si doream sá infiltrám multe din ideile care se Tnvárteau prin retea si ín 
programul A35. De asemenea pregáteam si realizam íntálniri si expozitii ín care invitam artisti din alte orase, íncát A35 Timisoara devenise ín acei ani 
una dintre cele mai active organizatii de acest fel din RO. 

- Cu cativa dintre artistii si criticii bucuresteni (Wanda Mihuleac, Anca Vasiliu, Magda Cárneci, Cálin Dan, Andrei Oisteanu, Mircea Florian, Teodor 
Graur, Dan Miháltianu, Roxana Trestioreanu) aveam contacte sporadice iar cánd treceam prin Bucuresti má íntálneam cu unii dintre ei si schimbam 
informatii profesionale. De Radu Igazsag, care se mutase ín Bucuresti la ínceputul anilor ’80, má lega o prietenie mai stránsá íncá din 1980, cánd 
eram amándoi stagiari la Tárgu Jiu, unde ímpreuná am ínfiintat Atelier 35. La scurt timp am párásit ínsá amándoi orasul pentru ca, la ínceputul anilor 
'90, sá initiem, tot ímpreuná, un curs de foto-video care s-a bucurat de mare succes si ne-a stimulat sá demarám, demersurile pentru ínfiintarea FVPCI 
(Foto Video si Prelucrarea Imaginii Computerizate) ín cadrul UNAB (care s-a íntámplat ín 1995). 

Dan Miháltianu: Nu trebuie sá se ínteleagá totusi cá ín anii socialismului ín atara unui interminabil lant de expozitii omagiale, aniversárii, Cantarea 
Romániei si áltele de acest gen, nu s-a íntámplat nimic remarcabil ín artele vizuale si cá cei care au índráznit sá aibá alte, sau si alte, preocupári ar fi 
ínváluiti íntr-o aurá de mister si glorie. 

Evident, ín ultima lui fazá, sistemul comunist románese nu a mai lásat prea mult loe pentru nici un fel de experiment artistic ce nu servea intereselor 
sale imediate. Totusi anterior, ín perioada dezghetului din ani '60 cát si pe parcursul ínaintárii treptate spre ínchiderea culturalá de la ínceputul anilor 
'80, "experimentul artistic” mai putea gási íncá forme de exprimare. Se pot identifica ín mare trei tipuri de manifestári / atitudini / demersuri: 

- Initiative ale UAP (Uniunea Artistilor Plastici) si Atelier 35 sau ale membrilor sái. O serie de astfel de evenimente (Arta si Orasul, Studiu, Scríerea, 
Expresia Corpului Uman, Spatiui Oglinda, Arta Póstala, Alternative, Mobilul Fotografía) au avut un impact ridicat pe scena artisticá a timpului. La 
acestea se adaugá o serie de expozitii personale prin care unii artisti íncercau sá ísi asume o libértate de expresie cát mai mare. Chiar dacá únele 
dintre aceste manifestári au fost partial cenzurate, ínchise sau interzise ele nu au putut fi anuíate, rámánánd puñete de referintá. 

- Evenimente cu Circuit ínchis sau privat de tipul “Instalatii si Performance” (tabára de creatie A35, Sibiu) 1986 ori House pARTy 1987-1988, la care 
se adaugá actiunile strict individúale consúmate ín ateliere, apartamente. 

- Participarea la diverse expozitii internationale, concursuri, bienale si manifestári experiméntale ín stráinátate, ín únele cazuri prin UAP, darín principal 
pe cont propriu, cu eforturi logistice si financiare remarcabile: O experientá frustrantá, ín general pentru cá nu se putea stabili un dialog real cu 
organizatorii iar prezenta fizicá la evenimente, ín principiu, nu era posibilá. 

Tóate acestea trebuie íntelese ínsá pe fondul unei aspiratii generale spre “normalitate”, formá de supravietuire observabilá chiar si ín cadrul unor 
structuri sociale mult mai ínchise: lagáre de concentrare, gulag-uri etc. Tendinta de a duce o viatá normalá, adaptatá la situatia datá, nu trebuie totusi 
uitatá. Acest exercitiu de supravietuire era bazat pe diverse cái de existentá individualá. Unii indivizi, eventual artisti, optau pentru o existentá autenticá 
autodeterminantá si autoconstientizantá, altii se lásau determinati de conventii sociale si conformism. 

R.N. Ce a fnsemnat eriza experimentalismului románese din anii optzeci pentru dumneavoastrá si cum ati reusit sá va numárati printre acei cativa 
continuatori ai acestui demers? Nu ati fost tentat de Tntoarcerea catre traditional practicatá in época, de inlocuirea viziunii prospective cu una 
retrospectiva sau introspectivá ? 

C.D. Eu nu aveam cum sá má íntorc la o traditie care ími lipsea. Educatia mea, íntái ín stiintele exacte, apoi ín istoria artei, m-a tinut departe de 
practicile picturii si / sau ale altor arte unde traditia era predominantá. Lipsit de "harul” acesta, singurul domeniu care nu mi se refuza era cel al 
‘‘reproducerii mecanice”. 

T.G. Faptul de a fi atras de experiment este consecinta unei structuri a personalitátii, o predispozitie individualá, un matrix al fiecáruia, indiferent de 
várstá si de alte determinári socio-culturale (ex.: Geta Brátescu, un artist octogenar astázi, care continuá sá fie activá, abordánd arta prin joc si 
experiment fárá limitá). ín perioada totalitará, era posibilá, asa cum am arátat, orice formá de artá, atáta vreme cát nu iesea din spatiui privat (incluzánd 
atelierul artistului). Au fost oamenii, cei care au optat pentru anumite forme de manifestare artisticá: unii au fácut artá de factura traditionalá, íncercánd 
sá-si construiascá o carierá, cu clientela si colectionari, altii au practicat o artá oficialá (acei tip de productie de artefacte de tip “insipid”, dulceag- 
plicticos si inofensiv), sau artá decorativá (aplicatá), urmárind tot vánzárile; unii s-au specializat ín arta de propagandá, onoránd comenzi direct de la 
partidul comunist, altii au reusit chiar sá ímbine una din aceste categorii, cu arta contemporaná. Un caz interesant este, din acest punct de vedere, 
Ion Bitzan (unui dintre artistii nostri “mari”, dupá párerea mea), care, ín paralel cu o operá importantá de artá contemporaná, de valoare certá, a 
practicat si promovarea, prin propagandá, a regimului comunist si a figurii liderului sáu. (el nu si-a asumat niciodatá aceastá laturá a activitátii sale - 
care, ín anumite conditii se poate ínscrie ín fenomenul artei contemporane, ín citire post-moderná - ceea ce a constituit o dramá personalá). Eu am 
fácut doar instalatii. si totusi, odatá, pe la ínceputul deceniului 9, am avut ocazia sá lucrez un proiect ímpreuná cu Bitzan (participasem ímpreuná la 
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of communism, whom we were to exorcize somehow... It was enough to get me going. At that time, in 1992,1 painted several portraits of Lenin, imitating 
statues that were knocked down throughout Europe, and I started the Star series. Unfortunately, Bitzan withdrew from the project shortly after, for personal 
reasons, thus the event wasn't completed. I think it would have been something... I've always been interested in communication, in issues of general 
interest, in actuality, in the context... So I was interested neither in retrospection, ñor in introspection. 

I.K. I think that having been trained as an architect and the fact that I have wavered between fundamentally different movements both inside and outside 
the artistic sphere, as well as my involvement in the Mail-art network have to some extent kept me away from the temptation of retuming to a traditional 
language, however not from a particular appeal for introspection. 

D.M. I think we are talking about a crisis of Romanian art as a whole. That is, assuming a marginal attitude (referred to as “the experimentalism of the 
eighties”) was not the result of “experimentalism” itself. Moreover, everybody experimented, as can be seen from the famous volume Experiment in the 
Romanian Arts after 1960. Some experimented with “power”, others with “mimicry’’, and many others still with public patience. This ratio hasn't changed 
today, and if we were to make an in-depth analysis we might discover that this represents the very bland charm of Romanian culture. 

I found the “traditional” practices of those times very amusing but also unappealing. They spanned a wide range: from the lesser or greater efforts of coming 
up with a “personal artistic visión”; to the two-dimensional ethics based on blending “usefulness” (social orders) with “pleasure” (the workshop experiments); 
to the coordinated actions of imposing an elitist movement combining “trans-impressionism” with the “Orthodox conceptualism” and intimating that this is 
the only genuine altemative to the socialist propaganda. 

Coming back to my position during that period, I generally focused on individual research into the physical elements (water, light, motion) combined with 
social elements (personal history, official history) and expressed myself more coherently in drawing, photography and installation. 

R.N. Do you believe that the Mail-art experience was for the young generation of the ’80s similar to what the Internet with its forum groups and lists (see 
“Nettime”, “hcepem”, etc.) represents for today's young artists? Are there simiiarities between the condition and the aspirations of the Mail-artist and those 
of the net-activist? 

C.D. Tempting as the comparison might seem, I cannot concur. Those are two media that differ in the fundamental elements characterising communication: 
the speed of dissemination, the speed of reaction, vectoriality. Mail Art was a slow médium, a network in continuous reconfiguration, subject to pressures 
coming from a physical or political context, where communication was primarily a one-to-one occurrence. The Internet uses another kind of re-modelling 
(via feedback): it is a network that allows communication from one to many, where the speed of the tasks diminishes the capacity for control and censorship 
on the one hand, while exponentially increasing the overflow in quantity. I don't think there was such a thing as mail-art spam, since the goal was to send 
and receive as many messages as possible; on the other hand however, if it had existed, then it would have been more difflcult then to change your address. 

T.G. At one point in 1985, along with Romanian artists I took part in a Mail-art exhibition at A-35 in Bucharest, organised by losif Király, who was an 
enthusiast of the phenomenon, however it was a re-make, a presentation with exhibited works. I had worked for a short time in Mail-art; over time, a 
Japanese artist named Ryosuke Cohén had founded a network - “Brain-cell”: he collected signs or images from throughout the world, which he would then 
reproduce, put together on A4 pages, and mail them back to their senders. I got in touch with him. There are simiiarities and differences between the Mail- 
art network and today's Internet. While the mail network had to be built by each person over a (long) period of time, the Internet is a global network that 
you have at your disposal from the very beginning, and whose efflciency cannot be compared to the former. I don't know how “young people” feel about 
the Internet nowadays, but for me it is an extremely useful tool, with all its functions - as I said: people's quality determines the utility and efficiency of the 
structures. 

I.KWhen I joined the Mail-art network, at the beginning of the 1980s, it had reached its climax. Mail art was deeply rooted in Fluxus art and some of those 
artists were floating like gods in the upper strata of the network, but beneath them reined a large indefinite mass of artists, more or less amateurs and 
enthusiasts, who for various reasons were doomed to remain alternative towards the “mainstream” artistic network of museums and galleries. 

The Mail-art experience has given me a certain playful spirit and a propensity for photo-montage and other ways of Processing pictures. 

In Mail-art the greatness (lest I should say valué) of an artist was determined by the number of correspondents he had, as well as the degree of partaking 
in as many events in the network as possible. Therefore, in order for him to be truly “great”, the artist was bound to become a sort of multiplying machine, 
since one couldn't have the same works running inside several events, because the works were never sent back from an exhibition, and a photocopy of a 
list containing the ñames of the participants was sent back instead. One of the principies underlying the network, which was promoted by its most active 
artists, was “it doesn't matter what you do, but it matters that you do it”, that is to continuously send works for the network to stay operational. That was 
completely opposite to what I thought human communication should be about - namely a personal relationship, different from the means of conveying 
advertising or mass-media messages. The (Mail) art object being one with a specific recipient, I believed that it must have an “aura” that was supposed to 
shine upon the addressee. I was extremely frustrated whenever as a feed-back to a complex and unique photo-collage sent by me, I was receiving an 
impersonal photocopy instead. 
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mai multe expozitii colective, íncá din anii '80): mi-a propus sá facem ímpreuná, un eveniment despre Lenin, párintele comunismului, pe care sá Í1 
exorcizám cumva... A fost de ajuns ca sá má pun pe lucru. Atunci, ín 1992, am pictat cáteva portrete ale lui Lenin, dupá statuile care se demolau ín 
Europa, si am ínceput seria Star. Din nefericire, Bitzan s-a retras din proiect la scurt timp, din motive personale, astfel cá evenimentul nu s-a finaliza! 
Cred ca ar ti iesit ceva din asta... Am fost interesat mereu de comunicare, de o problemática de interes general, de actualitate, de context... Deci nu 
ma puteau interesa nici retrospectia, nici introspectia. 

I.K. Cred cá sansa pe care am avut-o prin formatia mea de arhitect si faptul cá am pendulat íntre grupuri atát de diferite, din interiorul cát si din atara 
3fáp artistice, precum si implicarea mea ín reteaua Mail-art, m-au ferit oarecum de tentatia limbajului traditional, nu ínsá si de o anumltá fascinatie 
pentru introspectie. 

D.M. Cred cá este vorba de o crizá a artei románesti ín ansamblul ei. Asumarea unei atitudini margínale ce poate fi asimilatá cu ceea ce se íntelege 
astázi prin “experimentalismul anilor optzeci” si numárul relativ restráns al artistilor ce au optat pentru o astfel de pozltle nu era rezultatul unei crize a 
“experimentalismului” ín sine. De altfel toatá lumea experimenta, dupá cum se vede din celebrul volum: “Experimentul ín arta románeascá dupá 1960”. 
Unli experimentau cu “puterea”, altii cu ‘‘mimetismul” si multi cu rábdarea publicului. Acest raport nu s-a schimbat nici astázi, dacá analizám mai atent, 
acesta este farmecul discret al culturii románesti. 

Practicile “traditionale” din epocá mi se páreau extrem de amuzante dar toarte putin tentante. Ele abordau un registru larg; de la micile sau mai marile 
eforturi de a íncropi o ‘‘viziune artisticá personalá”, la dubla moralá bazatá pe ímbinarea “utilului” (comenzi sociale) cu “plácutul” (experimente de 
atelier), páná la actiunile concédate de a impune o miscare elitistá ce combina “trans impresionismul” cu “conceptualismul crestin ortodox” si páná 
la a lása sá se ínteleagá cá aceasta ar fi singura alternativá autenticé la propaganda socialistá. 

Revenind la pozitia mea ín acea perioadá, má orientam ín general spre cercetári individúale legate de elemente fizice (apá, luminá, miscare), combínate 
cu elemente sociale (istoria personalá, istoria oficialá) exprimate mai coerentín desen, fotografié si instalatie. 

R.N. Credep cá reteaua de Mail-art era pentru tañara generatie a anilor '80 similará cu ceea ce pentru artista de astázi reprezintá Internetul cu grupurile 
si listele sale de discutii (vezi Nettime, hcepem, etc)? Existá similaritáti Íntre condipa si aspirapile Mail-artistului si cele ale actualului net-activist? 

C.D. Desi paralela e tentantá, nu pot subscrie. Sunt douá moduri de comunicare diferite ín elementele fundaméntale caracteristice comunicárii: viteza 
de diseminare, viteza de reactie, vectorialitate. Malí Art era un mediu lent, o retea ín continué re-configurare, supusá unor presiuni de ordln fizic, politic 
etc., unde comunicarea era predominant unu-la-unu. Internetul are alt tip de re-modelare (prin feed-back), este o retea care permite comunicarea de 
la unul la mai multi si unde viteza proceselor dimlnueazá pe de o parte capacitatea de control si cenzura, crescánd exponential intoxicarea prin 
cantitate. Nu cred cá a existat spam mail-art, ambitia fiind sá trimiti si sá primes! cát mai multe mesaje; pe de alté parte, dacá ar fi existat, era mai 
greu sá íti schimbi adresa. 

T.G. La un moment dat, prin 1985, am participat la o expozitie de Mail-art la A-35, Bucuresti, cu artisti románi; ínsá a fost un re-make, un fel de 
prezentare, cu lucrári de expozitie. Pentru putin timp, activasem ín epocá ín Mail-art-, un japonez pe nume Ryosuke Cohén stabilise, ín ani, o retea - 
“Brain-cell"-. primea semne sau imagini, din toatá lumea, pe care le reproducea íngrámádite pe pagini A4, retrimitándu-le expeditorilor. Am fost ín 
legáturá cu acesta. íntre reteaua Mail-art si Internetul zilelor noastre existá similaritáti: asemánári si deosebiri. ín timp ce reteaua postalá trebuia 
construitá de flecare, íntr-o perioadá (lungá) de timp, Internetul este o retea globalá pe care o ai la dispozitie de la ínceput, a cárei eflcientá nu se 
poate compara cu a celei dintai. Nu stiu ce simt “tinerli” de azi, dar pentru mine, Internetul este un instrument extrem de útil, cu tóate functiile sale 
(chiar si pentru forumurile si listele de discutii de tip Nettime sau íncepem care sunt laíndemána multara - cum spuneam: calitatea oamenilor determiné 
utilitatea si eficienta structurilor). 

I.K. Cánd am intrat eu ín reteaua Mail-art, la ínceputul anilor '80, aceasta se afla ín perioada sa de apogeu. Mail-art ísi avea rádácinile ín Fluxus si 
cátiva dintre acei artisti pluteau ca niste zei ín straturile superioare ale retelei, ínsá sub ei predomina o mare masá amorfá de artisti mai mult sau mai 
putin amatori si entuziasti, care din diferite motive erau condamnati sá rámáná alternativi fatá de reteaua artisticá ‘‘mainstream” de muzee si galerii. 
Din experienta Mail-artisticá am cástigat un anumit spirit ludic si disponibilitate pentru foto-montaj sau alte tipurl de ¡nterventli pe fotografii. 
ín Mail-art, márimea (ca sá nu spun valoarea) unul artist se másura ín numárul de corespondenti pe care í¡ avea, precum si ín numárul de participári 
la cát mai multe evenimente din retea. Astfel, pentru ca íntr-adevár sá fie "mare”, artistul trebuia sá deviná un fel de masiná de multiplica! íntrucát 
aceleasi lucrári nu puteau fi rulate ín mai multe evenimente cáci nu se íntorceau niciodatá de la o expozitie, ci ín locul lor venea o lista xeroxatá cu 
numele participantilor. Unul dintre principiile pe care se baza reteaua, si care era promovat de cei mai activi artisti ai sái, era “nu conteazá ce faci ci 
conteazá sá faci”, adicá sá trimiti ín continuu ca reteaua sá functioneze. Lucrul acesta era ín total dezacord cu ce credeam eu cá trebuie sá fie 
comunicarea inter-umaná - adicá o relatie personalá, diferentiatá de transmiterea de mesaje precum cele publicitare sau mass media. Opera de 
(Mail)artá, fiind una cu destinatar precis, spuneam eu cá trebuie sá aibá o “aurá” care sá radieze asupra celui / celei cáreia í¡ este adresatá. Eram 
toarte frustrat cánd ín locul unor colaje fotografice complexe primeam ín schimb o copie xerox impersonalá. 
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The photocopy was the most frequent means circulating in the network. Paradoxically, to send photographic works was easier for the Romanian artist. 
Xerox machines were expensive and scarce. They belonged only to the State institutions and were under the cióse surveillance of the Securitate. Film ralis, 
photo-cameras and photo enlargers, as well as the appropriate Chemicals generally belng of low quality, were considerad hobby Ítems and could be 
purchased at affordable prices and used by anyone in his prívate domain. 

A character who greatly ¡nfluenced me and my artlstlc career and who gave me confldence in what I was doing, was Shozo Simamaoto, a prominent artist 
coming from the Gutal movement of the '50s (the Japanese equivalent of Fluxus art), and who was one of the main englnes of the Mail-art network during 
the 1980s. While on a tour of several countries in Eastem and Western Europe, he paid me a two day visit in Timisoara in the winter of 1985. FHis visit, even 
though it caused me a lot of trouble wlth the political pólice afterwards, gave me a powerful Creative Ímpetus in the years to follow. Moreover, after the 
political changes in 1989, when clrcumstances transformed radically (as far as the freedom of speech is concerned first of all), I invited him for another visit, 
this time in Bucharest, where we did a performance together [Communication 1:1:1, subREAL and Shozo Simamaoto). 

It's possible to compare the Mail-art network to that particular faction who are nowadays using the Internet as a means of promoting information and specific 
artistic projects. They are but a tiny minority on the Internet, the way the Mail-artists used to be in the global mail-network. The forums that we mentioned 
(“Nettime-ro’’ and “íncepem”) have a fairly national coverage and represent a means of circulating artistic information, and they occasionally debate on 
problems of the local artistic community. All members of these groups of discussion can travel freely abroad, can openly express their artistic and political 
opinions, can easily exhibit their artistic productions (though not aiways in those galleries or museums they wanted the most). This was not-at-all the case 
in the '80s. Fortheyoung Romanian artist, as well as for other artists living in thecommunist blockof 1980s', International Mail-art network was an alternative 
solution and nearly the only way of making works and ideas circuíate. By the end of the '80s, when censorship had become so repressive that it practically 
hindered any possibility of a real communication, Mail-art grew to be for some artists a “breath of fresh air”, and an ¡Ilusión that they could have an 
“intemational” awareness and keep up with what was fashionable. 

D.M. Mail Art showed its last stand in the 1980s, probably fuelled by the long-standing existence of the two military, political and social blocs and the 
increased exchange of information. Romanian artists, who were among the most isolated in Europe, regarded this “game of postearais” as an exercise in 
freedom that brought the hope of obtaining information and attending intemational events, obscura as they may be. 

Belonging to an intemational network and the constant flow of postal correspondence this produced created an ¡Ilusión of normality. Expressing personal 
opinions and entertaining a conversation would often only be carried out through a visual component. Activism would also take a visual (even poetic) shape, 
manifest in the commitment, fervour and frequeney with which replies and contributions to various exhibitions and projects were sent. 

This doesn't mean that there weren't times and certain directions / media in which all this bypassed the Romanian Mail-artists, in which more committed 
dialogues weren't made or critical opinions uttered. Flowever, the Mail-art phenomenon originates in non-conformism, unhindered expression, in artistic and 
political activism. 

Even if we can see many similarities with the Internet - freedom of expression, the critical attitude and intensity of the dialogue - as far as the Romanian 
división of the Mail-art movement is concerned, there is no comparison with what is happening today in the new media. Other aspeets, such as insults, 
personal attacks and fits of hysteria, were completely absent then. 

R.N. Did you keep a personal archive ofimages (pictures) from the communist period? Do you think such an archive would have a significant artistic potential 
in 2006? 

C.D. Yes, inevitably, I grew up in an environment were photo-cameras were in use. I 1 ve recently run into my first camera: a strange object, named Chaika 
2, designed to take pictures half the size of a médium size photogram, so in the case of a 35 mm film roll you would get 72 exposures - which was 
remarkable from an economic point of view. Aside from that, any archive has potential, depending on how it is used. On the other hand, we should be 
expecting an overflow of archived material in the visual arts discourse, due on one hand to an increased acceptance of the aesthetic valué that the 
documentary material provides, and on the other hand to the increasing time lag since the occurrence of particular historical events that have been 
extensively documented. 

T.G. I remember the time when I started to work with photography, around 1981 (I had been collecting images up untíl that moment); I was overexcited by 
this new means of expression and research at the same time: I would especially take pictures of people, on any occasion - in the Street, at work, on holiday 
at the sea coast, during Sunday's walk across the green spaces, but also at people's rallies, on official holidays, when witnessing demolitions in Bucharest 
or during the events of December 1989. They were generally pictures taken on black and white negative movie ralis. I kept that archive, which I often made 
use of later on, for instance after the year 2000, when I got over the frenzy of photography and I experimented with other media. I must also add that I used 
this tool to investígate some motives with relevance in painting, which I aiways practiced in parallel. Photography holds a well-established place in my 
installations, along with other heterogeneous elements, with which it interaets. That was the case of the project The Teodor Graur Museum, which was 
about my totalitarian universe: works gathered throughout the '80s, which I never thought I would exhibit outside my workshop, due to the socio-political 
circumstances; they were all eventually part of an installation displayed in 1990, at the Simeza gallery in Bucharest. As far as l'm concerned, the material 
from the communist period might still come in useful. Because it helps me remember what I went through for half of my lite.. .And l'm not a singular case. 
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Copia xerox era mediul cel mai frecvent care circula ín retea. Pentru artistul din Románia, ín mod paradoxal Tnsá, fotografia era mai la Tndemáná. 
Copiatoarele erau aparate scumpe si putine. Aflándu-se doarín dotarea unor institutii de stat, ele erau atent supravegheate de cátre securitate. Fílmele 
foto, apáratele de fotografiat si de márit fotografil, precum si chimicalele aferente, flind ín general de proastá calltate, erau considérate ustenslle de 
hobby si puteau fi achizitionate la preturl acceptablle si folosite de orlcine Tn mediul privat. 

Un personaj care a avut o mare ¡nfluenta asupra mea si asupra traiectorlei mele artlstlce si care mi-a dat íncredere ín ceea ce fáceam, a fost Shozo 
Shimamoto, un venerabil artist provenit din miscarea Gutal a anilor '50 (echivalentul japonez al luí Fluxus) si care ín anli '80 era una din locomotivele 
retelei Mail-art. El a fácut un tur ín mai multe tari din Europa de est si de vest, si m-a vizitat si pe mine pentru doua zile la Timlsoara ín iarna lui 1985. 
Vizita lui, chiar dacá mi-a creat la scurt timp dupa aceea probleme cu securitatea, mi-a ¡mprlmat un puternic impuls creativ ín anii care au urmat. 
Dealtfel, dupa schimbárile politice din 1989, cánd conditiile s-au modificat radical (ín primul ránd ín ceea ce priveste libertatea de exprlmare), l-am 
invitat sá má viziteze din nou, de data aceasta la Bucuresti, unde am fácut un performance ímpreuná (Communication 1:1:1, subREAL si Shozo 
Shimamoto). 

Am putea face o comparatie íntre reteaua Mail-art si acea fractlune de utilizatori care folosesc astázi Internetul ca mediu pentru promovarea unor 
informatii sau prolecte artistice speciflce. Acestla sunt o minusculá minoritateín Internet, asa cum erau Mail-artistii ín reteaua postalá globalá. Grupurile 
de discutii pe care le-ai amlntlt (Nettlme-ro si íncepem) au o acoperlre mai mult nationalá si constituie un mljloc de difuzare de informatii artistice iar 
din cánd ín cánd dezbat probleme ale comunitátii artistice lócale. Toti membrii acestor grupuri de discutii pot circula liberín lume, pot sá-si expuná 
deschis párerile artistice si politice, pot cu usurintá sá gáseascá modalitáti si locuri (chiar dacá nu íntotdeauna cele pe care si le-ar dori cel mai mult) 
ín care sáísi expuná productiile artistice, ceea ce nu era cazul ín anii '80. Pentru tánárul artist din Románia si din zona comunistá a Europei anilor '80 
reteaua Mail-art era o alternativa si cam singurul mod de a-si face lucrárile si ideile sá circule. Páná spre sfársitul anilor '80, cánd cenzura a devenit 
atát de agresivá íncát a sufocat practic orice posibilítate de comunicare realá, Mail-art a fost pentru unii o "gurá de oxigen” si o iluzie cá pot fi 
“internationali” si simultani cu ce se íntámpla ín lume, chiar dacá tráiesc o viatá gri si chinuitá íntr-un sistem politic aberant ca cel din Románia pi 
Ceausescu. 


D.M. Mail-Art a avut o ultimá tresárire ín anii '80, alimentat probabil si de existenta prelungitá a celor douá blocuri militare, politice si sociale si de 
accelerarea schimbului de informatii. Artistii románi, printre cei mai izolati din Europa, au luat acest “joc cu cárti póstale” ca pe un exercitiu de libértate, 
cu speranta de a obtine informatii si de a participa la manifestári internationale, fie ele chiar si obscure. 

Apartenenta la un network international si fluxul constant de corespondentá postalá ce decurgea din asta crea o iluzie de normalitate. Exprimarea 
unor opinii personale si íntretinerea unui dialog nu aveau de cele mai multe ori decát o componentá vizualá. Activismul ímbráca la rándul sáu o formá 
vizualá (chiar poeticá) si se manifestaín angajarea, fervoarea si frecventa cu care se trimiteau ín eterul postal ráspunsuri si contributii la diverse expozitii 
si actiuni. 

Aceasta nu ínseamná cáín únele perioade si pe únele trasee / canale, care au ocolit sau nu mail-artistii románi, nu s-au purtat si dialoguri mai angajate 
si nu s-au exprimat opinii critice. Fenomenul mail-art are totusi la bazá neconformul, exprimarea neíngráditá, activismul artistic si politic. 

Chiar dacá se pot gási multe similitudini cu net-ul actual - libertatea de exprimare, atitudinea criticá si intensitatea dialogului -, ín ceea ce priveste 
sectorul románese al miscárii mail-art, nu existá comparatie cu ce se íntámplá astázi pe noile canale. Alte aspecte ca insúltele, atacul la persoaná si 
crizele de isterie, lipseau cu desávársire spre “plictiseala generalá”. 

R.N. Atípástrat o arhivá personata de imagini (fotografii) ale epocii comuniste? Considerati cá o astfel de arhivá ar avea un potenpal artistic semnificativ 
ín anui 2006? 

C.D. Da, inevitabil, am crescut íntr-o casá unde existau aparate de fotografiat. Recent am redescoperit primul meu aparat: un obiect straniu, se 
cheamá Chaika 2 si e proiectat sá facá fotografii pe jumátatea unei fotograme nórmale; deci la un film de 35 mm se obtineau cu el 72 de pozitii - 
remarcabil ca gádire economicé, nu? ín rest, orice arhivá are potential, depinde ce se face cu ea. Pe de altá parte, trebuie sá ne asteptám la o micá 
inflatie de material arhivistic ce va intra ín discursul artelor vizuale, pe másurá ce creste distanta fatá de momentele istorice respective, ín combinatie 
cu acceptarea tot mai largá a valorii plastice a materialului documentar. 

T.G. ími amintesc de perioada ín care íncepusem sá lucrez fotografié, prin 1981 (páná atunci colectionam imagini); eram excitat de acest nou mijloc 
de expresie si de documentare totodatá: luam imagini, mai ales cu oameni, ín orice ocazie - pe stradá, la serviciu, ín vacantá la mare, duminica la 
sosea, dar si la miting popular la sárbátorile oficíale, la demolári ín Bucuresti sau ín timpul evenimentelor din Decembrie. Erau ín general, fotografii pe 
film negativ alb-negru. Am pástrat aceastá arhivá, la care am apelat adeseori mai tárziu, de piidá dupá 2000, cánd ími trecuse frenezia fotografului, 
si experimentam alte medii. Trebuie sá mai spun ca am folosit acest instrument (foto) pentru investigarea unor motive cu finalitate ín picturá, pe care 
am practicat-o ín paralel. Fotografia ísi gáseste local ín instalatiile mele, aláturi de alte elemente eterogene, cu care intrá ín relatie. Asa a fost proiectul 
Muzeul Teodor Graur, despre universul meu totalitar: lucrári acumúlate ín anii '80, pe care nu credeam cá le voi expune ín atara atelierului, din cauza 
contextului social-politic, au intrat finalmente íntr-o instalatie prezentatá ín 1990, la galería “Simeza”, Bucuresti. ín ceea ce má priveste, gásesc útil ín 
continuare, materialul fotografíe din perioada comunistá. Pentru cá má ajuta sá-mi amintesc ceea ce am tráit o jumátate de viatá... si nu sunt singurul. 
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I.K. I don't believe my personal archive of slides and pictures (rather of developed film ralis only partially printed on paper) from the communist period would 
be of any particular interest today slnce, apart from the ones constituting the documentary material for my own works (performances or ¡nstallatlons created 
speclfically to be photographed), it contains several personal things that have nothing to do wlth the political problems of the time, with whlch I was so 
dlsgusted that I tried to avoid them by all means. In my view then, the reality of those years was dull, stale and of no real Interest to be documented, and 
what's more, it seemed to last forever. When looked upon from a dlfferent political perspective and historical time, the ¡mages ¡llustrating that Absurdlstan, 
which I sometlmes find hard to believe that I lived ¡n, are sure to become increaslngly interestlng for both the public and collectors. I can't rule out the 
possiblllty that I might be surprlsed ¡f I were to search my personal archive of ¡mages taken before 1989, which ¡s somethlng I haven't done for the past 17 
years. 

D.M. I don't believe the relevance and artlstic potential of these ¡mages can have a certaln time limit as long as they are part of a continuous individual artistic 
process, which cannot be dlvided into timellnes, even if we are tempted to consume history in slices, like a Quattro Staggloni pizza. 

I would hesitate to say that the abundance of these sorts of “genulne” actlons makes it boring. Still, with more and more artists recuperating their drawings 
and their childhood memories, reliving “innocent experlences” from the “Golden Age” wlth their ‘‘sports shoes”, ‘‘computers” and their Soya salamis, 
culminating in the revolution and the execution of the presldential couple, we are facing an ¡nflationary phenomenon. But then there ¡s room for anything in 
art. 

In my opinión, the motive power of today's art is actually the need for models. It starts in childhood, with Lego, Barbie, toy trains and Computer games, and 
ends in "post modelism”. 

R.N. What was the relationship between performance and photography in the 1980s and what did it turn into after '89? What significance do the picture- 
like "artistic trails” illustrating events from the «House pARTy» seríes have today? Do they continué to represent mere documentary materíals or are they 
perceived as objects otan aesthetic significance? 

C.D. In those days the artists had an almost exclusive relation with their camera (seldom with the video camera), and almost none with the public. There 
were three reasons for that, I think: 1. There wasn't a context supportlng direct public events, due to an insidious and / or manifest censorshlp. 2. In 
Romanian culture such phenomena as Actionism, performance or the theatre of the Absurd aren't part of the local paradlgm (the same goes for the 
mechanlcally reproductive aspect of art). That might sound weird, if one were to conslder that here was the very startlng polnt for the Dadaists and for 
lonesco's first plays (“The Bald Soprano” a.o.). 3. This “autlstic" work method was also legitimated by the International trends of that time. 

T.G. In the last years of the Ceausescu reglme, the general situation had radicallzed: fewer and fewer things worked, but they kept lying that everything was 
coming off well; the authorities had restrlcted individual freedoms and wanted to control all spheres of social Ufe. Under these clrcumstances, with 
contemporary art forms not belng tolerated anyway, public performances were completely banned... This however, didn't keep artists from working. How 
dld they manage to do that? The action itself was accomplished wlthin the privacy of the workshop / apartment / studio apartment, the only wltness belng 
the camera (hardly ever the cine-camera; Ion Grigorescu used it). Thus photography documented the action. In 1986, after having had two solo exhibitions 
at A-35 (installatlon and also photography for the second one in '85), I decided it was hlgh time I turned to somethlng more “altematlve”, to use other means, 
apart from what was on display in the galleries of Bucharest. Thus the Bridge project emerged. On the basis of a scenario, a performer would build a large 
inscription (22 m x 22 m), and in the end he would destroy it, setting it on tire. There had been “technical” and “tactical” difficulties, since we were supposed 
to work outslde and unobserved, accordlng to a certain pattern. I found the ideal location for phase 1: an enterprise where I was employed (all the necessary 
materials were there as well) - on the roof-terrace of a hall, after working hours. Instead of performing, I preferred staylng behlnd the camera and giving 
dlrections to my assistant. It was as if I was taklng pictures of myself. The first phase lasted several days. As for phase 2, the endlng, I changed the location: 
it was somewhere ¡n the whereabouts of the Tineretulul Park, in an area under reconstruction, with levelllng, ¡n a natural environment. It was there that I 
placed the blg cross; splashed wlth gasollne, it was set on tire ¡n the end. I was very lucky: everything turned out well, wlthout attracting anyone's attention; 
plcklng that park was an inspirad choice in the end (only a few days later, in the same exhibition compound where I had started out the work, some 
strangers, opponents of the regime, caused a tire, destroylng a large decoratlve triumphal arch, a Symbol of the “golden age” of sad remembrance. The 
pólice undertook investigations at the scene of the fire). Bridge was projected only for a few friends as slides. I particlpated with the same project the same 
year, by mailing a number of pictures (Mail-Art) to the Young Artists' Biennial in Budapest, whose invitation had inspirad my action. 

That was the relationship between photography and action ¡n the '80s. If we were to consider today the significance of some pictures - trails of House 
pARTy - type actions or events, obviously they also have a documentary role, however ¡t ¡s certain that, as long as they are a practice of contemporary art, 
they are art and thus have an aesthetic valué. 

I.K. From a formal / aesthetic point of view, some of my pictures, as well as the ones made by a few other Romanian artists (such as Ion Grigorescu, Dan 
Miháltianu) during the '70-'80s might appear as derlving from a type of picture that was inltially meant to record / document various artistic performances 
and happenlngs. Subsequently those “documents” became artistic objects themselves, some of them currently being part of public or private collections. 
If I were to somehow label them, I would say that they are closer to “staged photography”, because I would stage and perform sltuatlons / actions / 
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I.K. Arhiva mea de diapozitive si fotografii (mai degrabá de filme foto doar partial transpuse pe hártie) din perioada comunista nu cred cá ar prezenta 
astázi un interes deosebit íntrucát ín afara de cele care documenteazá propriile meie lucrári (actiuni sau instalatii fácute special pentru a fi fotografíate), 
contine mai mult lucruri personale care nu vizeazá aspecte politice ale epocii, de care eram atát de scárbit íncát íncercam sá le evit cu orice pret. Din 
perspectiva mea de atunci, realitatea acelor ani era cenusie, platá si total neinteresantá pentru a fi documentatá si, ín plus, parea cá va fi eterna. Acum 
ínsá, privite din alt context politic si alt timp istoric, imaginile care documenteazá acel Absurdistan, ín care uneori nici mié nu-mi vine sá cred cá am 
tráit, desigur cá devin mult mai interesante pentru public si colectionari. Nu exclud ínsá faptul cá as putea avea surprize dacá mi-as revizita propria 
arhiva de imagini de dinainte de 1989, lucru pe care din lipsá de timp nu l-am fácutín ultimii 17 ani. 

D.M. Nu cred cá relevanta si potentialul artistic al acestor imagini ar avea vreo limitá ín timp, atáta vreme cát ele fac parte dintr-un proces artistic 
personal continuu, ce nu poate fi divizat ín epoci, chiar dacá suntem tentati sá consumám istoria pe felii, ca pe o pizza quatro stagioni. 

Nu m-as grábi sá afirm cá abundenta acestui tip de demers “autentic” íl face plictisitor. Totusi, ín contextul ín care din ce ín ce mai multi artisti ísi 
recupereazá desenele si amintirile din copilárie, refácánd “tráiri inocente” din “época de aur” cu “adidasii”, “calculatoarele” si salamul lor cu soia, 
culminánd cu revolutis si executia cuplului prezidential, asistám la un fenomen ¡nflationist. ín artá este ínsá loe pentru orice. 

Dupá mine, motorul artei actúale este de fapt nevoia de modele. Aceasta íncepe ín copilárie cu Lego, Barbie, trenulete electrice si jocuri electronice 
si sfársesteín “post modelism”. 

R.N. Care a fost relatia dintre actiune si fotografíe fn anii '80? Ce semnificatie capátá astázi “urmeie artistice” de tipul fotografíilor care fnfátiseazá 
evenimentele din seria House pARTy, continua sá fie simple documentan orí sunt percepute ca obiecte cu valente estetice? 

C.D. ín acei ani artistii aveau o relatie aproape exclusiva cu camera foto (mai rar cu aparatul de filmat) si aproape nici una cu publicul. Cauzele erau 
trei, cred: 1. Nu exista contextul pentru manifestári publice directe, datoritá unei cenzuri insidioase si/sau manifesté. 2. ín cultura din Románia 
actionismul, performativitatea, teatralismul absurd nu sunt agreate structural (asa cum nu este agreatín mod structural aspectul reproductiv mecanic 
al artei). Asta suná ciudat, dacá ne gándim cá de aici au pornit Dadaistii si lonesco (cel din Cántáreata Chealá). 3. Aceastá metodá “autistá” de lucru 
era legitimatá de tendintele internationale ale momentului. 

T.G. ín ultimii ani ai regimului ceausist, situatia generalá se radicalizase: tot mai putine lucruri functionau, dar se mintea cá mergem bine; autoritátile 
restrictionaserá libertátile individúale si doreau sá controleze tóate sferele vietii sociale. ín aceste conditii, ín care oricum fórmele de artá contemporaná 
nu erau tolérate, performantele publice erau de-a dreptul interzise... Ceea ce nu i-a ímpiedicat pe artisti sá lucreze. Cum fáceau aceasta? Actiunea 
propriu zisá se efectúa ín intimitatea atelierului / apartamentului / garsonierei de la bloc, martor fiind aparatul fotografic (mai rar camera de filmat cu 
peliculá; Ion Grigorescu afolosit-o). Deci, fotografia documenta actiunea. ín 1986, dupá ce avusesem douá expozitii personale la A-35 (instalare, iar 
ín ultima din '85 apárea si fotografié), am decis ca e momentul sá trec la ceva “alternativ”, sá folosesc alte mijloace, fatá de ceea ce se putea vedea 
ín galeriile bucurestene. Astfel a apárut actiunea Bridge. Pe baza unui scenariu, un performer construía o inscriptie de mari dimensiuni (22mx22m), iar 
ín final o distrugea, prin incendiere. Au fost dificultáti “tehnico-tactice”, avánd ín vedere cá trebuia sá lucrám ín exterior si fárá martori, dupá tipie. Am 
gásit locul ideal pentru fazaíntái: íntr-o íntreprindere unde eram angajat (erau si materialele necesare) - pe acoperisul-terasá al unei hale, ín afara orelor 
de program. ín loe sá actez, am preferat sá stau ín spatele camerei si sá dau indicatii asistentului. Era ca si cum má fotografiam pe mine. Prima etapa 
a durat mai multe zile. Pentru cea de a doua, finalul, am schimbat locatia: era undeva, pe la Parcul Tineretului, íntr-o zoná ín restructurare, cu 
denivelare, ín cadru natural. Acolo am amplasat marea cruce; stropitá cu benziná, a fost aprinsá la sfársit. Am fost norocos: totul s-aíncheiat cu bine, 
fárá sá atragem atentia cuiva; a fost inspiratá si alegerea parcului la final (dupá doar cáteva zile, ín acelasi complex expozitional unde íncepusem 
lucrarea, niste neounoscuti, opozanti ai regimului, au provocat un incendiu, distrugánd un mare are de triumf butaforic, simbol al “epocii de aur” de 
tristá amintire. Au urmat cercetári ale organelor de politie, la fata locului). Bridge a fost vázutá, sub forma unei emisiuni de diapozitive, ín proiectie, 
numai de cátiva prieteni. Am participat cu aceasta, ín acelasi an, trimitand un numár de fotografii prin postá (Mail-Art), la Expozitia Tinerilor Artisti din 
Budapesta, a cárei invitatie ími inspirase actiunea. 

Asta a fost relatia dintre fotografié si actiune ín anii '80. Dacá ne íntrebám astázi despre semnificatia unor fotografii - urme de actiuni sau evenimente 
de tip House pARTy, acestea au, evident, si un rol documentar ínsá este absolut sigur cá, atáta vreme cát se ínscriu ín arta contemporaná ca demers, 
sunt artá deci au valoare esteticá. 

I.K. Din punct de vedere formal / estetic, únele dintre fotografiile mele cát si cele fácute de cátiva artisti románi (ca Ion Grigorescu, Dan Miháltianu) ín 
anii '70-'80 ar párea derívate din acest tip de fotografié ce avea ca scop initial ínregistrarea/documentarea unor actiuni artistice. Ulterior aceste 
“documente” au devenit obiecte artistice ín sine, únele dintre ele fiind ín prezent parte din colectii publice sau prívate. Dacá ar fi sá le íncadrez cumva, 
cred cá ele sunt mai aproape de "staged photography”, deoarece, íntr-un mod similar cu Bruce Nauman sau chiar Cindy Sherman dar cu motivatii 
si scopuri diferite, regizam si performam niste situatii/actiuni/instalatii doar pentru aparatul de fotografiat. Nu pot vorbi ín numele altor artisti, darín ce 
má príveste, eu ín timp ce ínregistram únele actiuni sau instalatii aveam ín minte ca finalitate FOTOGRAFIA si dealtfel, ín cele mai multe cazuri, acele 
proiecte artistice au fost expuse doar ca fotografii. 
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installations just for the camera, just like Bruce Nauman or even Cindy Sherman, but of course for different reasons and goals. I cannot speak on behalf of 
other artists, but as far as I am concerned, I had the PICTURE ¡n mind as a final aim while I was recording some performances or installations, and moreover, 
those artistic projects were exhibited only as photography in most cases. 

On the other hand, it is worth mentioning that in the '80s several young Romanian artists were recording, on camera, all sorts of artistic actions / rituals. 
However, most of them vanished from the post-communist artistic landscape. If we were to have access to their images, we would probably consider them 
documents. The images made by those that carried on as artists and gained a certain reputation, will most likely pass as works of art. That is one of the 
characteristic features of photography: the status or the way of perceiving a picture can often be influenced by the photographer's background or destiny, 
by his entire work or by the evolution in time of the photographed subject. It can also be influenced by the context in which it is released or by the text it is 
adjoined to. 

D.M. Many of my achievements in the 1970 - 80s took place in front of the camera, consisting only of photography. Sometimes they had the double valué 
of being both a document and a work in itself. Most times, however, they were independent works, with photography being the only suitable means of 
expressing and capturing the perishable, unstable and short-lived elements: water, light, reflection, motion, as well as their evolving and performative 
character 

My intervention in House pARTy was one of the few actions that also had a public. This consisted of the other participating artists, who were at the same 
time assistants (installation, lights, shooting). The string of preliminary events was captured only photographically. A video depicts the component elements 
(clothes, parts of pictures) and the engine of the event (the water), keeping any human presence out of the trame. Since it was a complex work, in which 
video and photography complemented each other, the documentary part is difflcult to sepárate from the aesthetic one. 

After 1989, this kind of action in front of the camera all but disappeared. On the one hand, some actions (distillations) were recorded (on video) in a system 
of surveillance; while, on the other hand, the improvised character was replaced by strict directing. Due to the complexity of the project and the recycling 
of the image (the video stills became pictures and the pictures were imported into the video), it was very hard to make the distinction between the 
“documentary” and the “aesthetic”. 

Christian Boltansky said a few decades ago that “photography is but a documentary everything else is painting”. Today, this idea seems to have lost its 
relevance, for everything has become “painting”. 

R.N. What did your participation in the artistic events of the House pARTy series mean foryou throughout the fiercest years of the communist dictatorship, 
at the end of the '80s? Did those events have any influence on the foundation of an intermedial experimentalist core whose activity marked the artistic life 
of the '90s? What did it mean for the intermedial movement to break away from underground, along with the events of 1989? 

C.D. For me House pARTy meant the first moment when the artists' interventions were pre-eminently generated for and related to the video camera. Wanda 
Mihuieac, whose role in fashioning the alternative spirit of my generation is mostly disregarded, had previously made a similar attempt on the occasion of 
the Mirror Space exhibition. With House pARTy however, the video documentation (made by the same person, Ovidiu Bojor, a botanist who had made an 
exploratory trial in the Himalayans, and one of Wanda's contacts) was systemic, to the extend that the camera was part of the work, so to say. By the time 
the two House pARTy events occurred, the “core” you are mentioning was already existing, yet it was divided between several cultural centres like Bucuresti, 
Oradea, Cluj and Timisoara. There was a constant flow of ideas and information between the groups in Bucharest and those from the “province”, with some 
common events as an outcome: the above mentioned Mirror Space, which was also promoted in Timisoara, then Mail Art, then Alternative (which I carried 
out with Magda Cámeci and Dan Miháltianu), the Médium Photography in Oradea, etc. The active circle of the early and mid '90s emerged from these 
groups that had a flexible structure. Therefore what was labelled by some (with juvenile superficiality and probably out of a psychoanalytical need of taking 
distances) with the formula “happy '90s” or “the Soros generation”, was actually a phenomenon that legitimated itself during the 80s, and which lost actually 
its generational identity precisely during the following decade, through an understandable process of diversification. 

T.G. By the end of the '80s, participating in such events (of the subversive type) was useful to me for two reasons: I felt I was backed up by my colleagues 
from different generations, as a confirmation that I was on the right track from a professional point of view; at the same time, during the totalitarian regime 
I found a sense of freedom in underground. That didn't lead though, as it might appear, to the outlining of an iintermedial experimental core!, with an impact 
on the artistic life of the next decade, although other groups emerged afterwards.. .Proof thereof is that neither before the revolution, ñor after the events of 
December '89 were there any artistic Street performances; only social and political events: rallies, counter-demonstrations and miners' raids... Our artists 
would rather not act, they prefer the artefact. Breaking away from went quietly: neither was the artists' offer a big deal, ñor did society demand contemporary 
art as a fundamental need. 

I.K. I guess in 1988 I perceived the invitation to take part in House pARTy as an acknowledgement of me within the artistic milieu of Bucharest, which has 
always been perceived, and I believe it still is, by the artists from the other Romanian cities as elitist and haughty. Furthermore that artistic event gave me 
a strong feeling of belonging to an elite artistic movement that was somewhat subversive to the regime. 

Breaking away from “underground” didn't automatically mean the recognition of the experiment on the Romanian artistic scene. On the contrary, a certain 
type of official art, of the Ceausescu type, was about to be replaced at the beginning of the '90s with another type of official art, a religious-oriented one. 
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Pe de altá parte, trebuie spus cá ín anü '80 mai multi tineri artisti románi Tnregistrau fotografié tot felul de acti un i/ritual u ri artistice. Majoritatea au 
dispárut ínsá din peisajul artistic post-comunist. Dacá am avea acces la imaginile lor probabil cá le-am considera niste documente. Cele fácute Tnsá 
de colegii care au continuat sá existe ca artisti si au acumulat o anumitá notorietate, probabil cá vor fi considérate opere de artá. Aceasta este una 
din caracteristicile fotografiei: statutul sau modul de percepere a unei imagini fotografice poate fi de multe ori influentat de evolutia sau destinul 
fotografului, de íntreaga operá a acestuia sau de evolutia ín timp a subiectului fotografiat. La fel cum poate fi influentat de contextul ín care apare sau 
de textul lángá care apare. 

D.M. Multe dintre actiunile mele din anii '70-'80 erau consúmate ín fata camerei, materializándu-se doar prin fotografié. Ele aveau ín únele cazuri un 
dublu aspect de document si de operá ín sine. De cele mai multe ori erau ínsá lucrári independente, fotografía flind singurul mediu adecvat de 
exprimare si de capturare a elementeior perisabile, instabile, efemere: apá, lumlná, reflexe, miscare cát si a caracteruiui lor procesual si performativ. 
Intervenga mea din cadrul House pARTy este printre putinele actiuni care au avut si un public, format din ceilalti artisti partid panti, care erau ín acelasi 
timp asistenti (instalare, lumini, filmare). Succesiunea de evenimente pregátitoare a fost capturatá doar fotografic. O ínregistrare video surprinde 
elementele componente (haine, fragmente de fotografii) si motorul actiunii (apa), fárá prezenta umaná. Fiind o lucrare complexá, ín care video si 
fotografia se completeazá reciproc, partea documentará este greu de separat de cea esteticá. 

Dupá '89 tipul acesta de actiuni ín fata camerei dispare dar nu ín totalitate. Pe de o parte únele actiuni (distilári) sunt ínregistrate (video) íntr-un sistem 
de surveillance, pe de altá parte caracterul improvizat este ínlocuit cu o regie strictá. Datoritá complexitátii demersului si reciclárii imaginii (video 
still-urile devin fotografii iar fotografiile sunt impórtate ín video), delimitarea dintre “documentar” si “estetic” este ín continuare toarte dificil de fácut. 
Christian Boltansky spunea acum cáteva decenii cá “fotografia este doar reportaj, restul este picturá”. Astázi, aceastá idee pare a nu mai avea 
relevantá, totul a devenit “picturá”. 

R.N. Ce a fnsemnat pentru dumneavoastrá partid parea la evenimentele artistice din seria House pARTy ?n anii cei mai cránceni ai dictatura comuniste, 
la finele anilor '80? Au avut acestea vreo influenfá Tn conturarea unui nucleu experimentalist intermedial a cárui activitate a marcat viata artística a anilor 
'90? Ce a insemnat pentru gruparea intermedíala iesirea, odatá cu evenimentele din '89, din underground? 

C.D. Pentru mine House pARTy a insemnat primul moment ín care interventiile artistilor au fost generate predominant pentru si ín relatie cu camera 
video. Wanda Mihuleac, al cárei rol ín modelarea spiritului alternativ al generatiei meie nu este suficient analizat, mai íncercase ceva oarecum similar 
cu ocazia expozitiei SpatiuTOglinda. Dar la House pARTy documentarea video (realizatá de aceeasi persoaná, un contact al Wandei, biolog cu un 
stagiu de explorare ín Himalaya) s-a realizatín mod sistematic, iar camera fácea parte, ca sá zic asa, din lucrare. La ora celor douá evenimente House 
pARTy “nucleul” de care vorbesti exista deja, ínsá el era diseminat ín cáteva centre cultúrale: Oradea, Cluj, Timisoara. íntre grupurile din Bucuresti si 
cele din “provincie” exista un schimb constant de idei si informatii, rezultánd cáteva evenimente comune: ante-mentionata expozitie SpatiuTOglinda, 
care a fost itineratá si la Timisoara, apoi Mail Art, Alternative (pe care am realizat-o ímpreuná cu Magda Cárneci si Dan Miháltianu), Salonul de fotografíe 
de la Oradea etc. Din aceste grupuri cu structurá flexibilá s-a filtrat sectorul activ la inceputul si mijlocul anilor '90. Asa cá ceea ce a fost numit cu 
juvenilá superficialitate si probabil dintr-o necesítate psihanaliticá de distantare “the happy ’90s” si - mai ráu - “generatia Soros”", e de fapt o generatie 
care s-a validat ín deceniul precedent, pierzándu-si cum era si Arese, identitatea generationalá ín perioada urmátoare. 

T.G. Participarea, spre sfársitul anilor '80, la asemenea evenimente (de tip subversiv) a fost utilá pentru mine de douá ori: simteam solidaritatea unor 
colegí, din generatii diferite, ca o confirmare cá mergeam “ín directia buna”, profesional; ín acelasi timp, tráiam un sentiment de libértate, ín 
underground, ín pliná epocá totalitará. Aceasta nu a condus, dupá cum s-ar putea crede, la conturarea unui “nucleu experimentalist intermedial”, cu 
impact ín viata artisticá a deceniului urmátor, cu tóate cá au mai apárut únele grupuri, dupá aceea... Dovada: faptul ca nici la revolutie, nici dupá 
evenimentele din decembrie '89, nu au existat actiuni artistice de stradá; numai evenimente cu carácter social-politic: meetinguri, contra-demonstratii 
si mineriade... Artistii nostri nu sunt actionisti, ín general, ei preferá artefactul. Iesirea din underground, s-a petrecutín liniste: nici oferta artistilor nu a 
fost cine stie ce, si nici societatea nu a cerut artá contemporaná ca nevoie de bazá. 

I.K. Invitatia pe care am primit-o de a participa la House pARTy, cred cá ín 1988, am perceput-o ca pe o acceptare a mea ín lumea artisticá 
bucuresteaná, care din provincie íntotdeauna s-a vázut si cred cá íncá se vede a fi elitistá si arogantá. De asemenea acea íntálnire mi-a íntárit o 
senzatie de apartenentá la o grupare artisticá de elitá si oarecum subversivá. 

Iesirea din underground nu a insemnat automat si o recunoastere a experimentului pe scena artisticá románeascá. Din contrá, un anumit tip de artá 
oficialá, de facturá ceausistá, avea sá fie ínlocuit la inceputul anilor '90 cu alt tip de artá oficialá, cea cu tematicá explicit religioasá. Aceasta era arta 
pe care atát politicienii noii oránduiri cát si elitele intelectuale o agreau. ín acelasi timp, interesul unor institutii si personalitáti ale lumii artistice 
intemationale fatá de cátiva din artistii underground din anii '70-'80 le-au adus acestora o oarecare vizibilitate pe plan intemational ínsá ei nu au reusit 
sá penetreze nici páná astázi o constiintá nationalá destul de váscoasá si opacá la acest tip de artá. ín altá ordine de idei, se poate afirma cá traseul 
post-comunist pe care l-au urmat grupárile si personalitátile artistice underground a fost unui similar cu cei al partidelor si personalitátilor politice. Au 
avut loe succesive scindári, delimitan si regrupári ín jurul unor presonalitáti si/sau institutii, de ínvátámánt, fundatii, galerii. 
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That was the art favoured both by the politicians of the new political system and by the ¡ntellectual elite. Moreover the interest some institutions and 
personalities of the ¡nternatlónal artistic world took in some of the “underground” artists of the 70-'80s, brought them a certain worldwide recognition, but, 
to this date, they have failed to enter an awareness that ¡s rather viscous and obtuse for this type of art. In many respects, it can be stated that the post- 
communist evolution taken by the small ex-underground art scene was similar to the one of political parties and personalities after 1989. There were 
successive splits and regrouping around personalities and / or educational institutions, magazines, foundations and galleries. 

D.M. House pARTy was an attempt at “artistic escapism” practiced within a movement whose diminished ¡nfluence at the time is easily understandable. Its 
impact upon the future development of the Romanian arts cannot be questioned, although underground in the 1980s meant something different from that 
was brought about by the 1990s, even more so after the year 2000. 

subREAL is interrelated with House pARTy to the extent that the co-founders of the movement were involved in the two “summer events’’ in the period 
1987-1988. However, my collaboration with Cálin Dan, which led to the setting up of the group, goes way back and is much closer. subREAL was initially 
meant to be the core of the action and coordination that aimed at giving a new direction to the Romanian arts and establishing contact with intemational 
artistic events. The underground status of the group can be claimed for a short period oniy. With the members of the group holding key positions in 
Romanian cultural lite (in criticism, education, cultural management), their “romantic" ideas were given up in favour of joining the “mainstream”. 

The subREAL model had an immediate impact on the Romanian artistic scene due to its creation of a new type of discourse, orientation, attitude and 
efficiency, forms that can still be easily decoded in various artistic practices today. 

R.N. What was the echo of the events organizedin the '90s by the Soros Centre for Contemporary Art («Ex Oriente Lux» 1993, « 010101 ...» 1994, «Me(d¡)a 
Culpa» 1995) to stimulate the expansión of the local artistic phenomenon, to promote new media and to intégrate Romanian art into the intemational network 
of artistic assets? Can we talk about overcoming the stage of a poverty Aestheticism typical of the implementation of new technologies in the national cultural 
context or rather about initiating a process of crystallization of a New Media community in Romanía? 

T.G. Institutional structures were needed. C.S.A.C. (The Soros Centre for Contemporary Art), set up in Bucharest in'92, was the first institution to function 
in this field on the basis of a project. From the very beginning, the centre supported both financially and logistically artists who were requesting the 
implementation of certain projects, and it also created a database for artists in Romanía that could also be accessed by anyone abroad who was interested. 
The series of annual exhibitions with a certain theme, initiated by Romanian curators, is well-known. I took part in the last three editions, enjoying great 
support like many others. The centre was a sort of school for artists. It was there where we familiarised ourselves with the Computer. We experimented with 
new media. We got in touch with foreign artists and their works and it was there that we would meet with artists and curators from all over the country. 
There was an intemational network of the Soros centres in Eastem Europe, which facilitated exchanges. I think the centre, which subsequently became 
C.I.A.C., accomplished its task: approaching the curatorial and managerial phenomenon of contemporary art, through the implementation of new media, 
through interactivity, through competition and selection. Some artists refused to work with the centre, sticking to traditional art. Those people missed 
something. 

I.K. The Soros exhibitions put forth a specific artistic program, in an abrupt manner thus speeding up certain artists' adhesión (that otherwise would have 
probably been a lot slower) to trends in Western art that were absent or faintly present in the Romanian context up until then (video installation, the socially- 
committed artist who works with the local community). Nevertheless, for some of the participating artists those events oniy represented a brief deviation for 
their creation, which resumed its previous course afterwards. I consider that those exhibitions were highlights for the Romanian art scene of the 1990s. 
R.N. As a fellow worker in realizing the collective «Meta» installation, on show at the 1994 Biennial of Sao Paoto, how would you define collective artwork 
and what is the significance that it has acquired in the digital age? 

C.D. In 1990, while still working on the identity of subREAL, and not having yet a clear idea about it being a fixed group or a movement, we invited for The 
Food Store (Alimentara) some four or five artists which were to bring forth their personal contribution to the event. Meta was somehow a retum to this 
practice, subREAL inviting different contributors to reflect on the idea of a kaleidoscopic, unpredictable, ever-flowing reality of the contemporary metrópolis. 
The subject had a loose complexity capable to fit a larger number of participants who could rummage through their personal archives and come up with 
their own interpretations of the topic. The whole was unified and packaged in the accompanying book. 

Apart from that, I cannot say too many things.. .each of us carne up with what we had, and things chained up by themselves. I believe that all the events 
of the sort are rather inconsistent, stemming out from a series of fortúnate coincidences. An artistic dúo is something completely different from a work 
involving collective authorship. There are a lot of dúos around today, but less informal group projects, as their occurrence seems to me a sort of epiphany. 
Meanwhile the collective artwork has been replaced with other types of strategies, for instance the one by means of which the artist delegates his / her 
authorship privileges to a professional group or to a social category. Thus an artist invited for an exhibition might as well say: my contribution consists in 
inviting 10 colleagues to make each a project or, as it was the case of the Manifesta 5, an artist can sell his place to the one bidding the highest price. 
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D.M. House pARTy a fost o íncercare de “evaziune artística” practicatá ín grup, al cárui impact redus ín epocá este usor de ínteles. Influenta sa asupra 
desfásurárii ulterloare a artei románesti nu poate f¡ contestatá, chiar dacá ceea ce se Tntelegea prin underground Tn anii 80 era altceva decát ceea ce 
au presupus anii 90 si cu atát ma¡ putin perloada de dupa 2000. 

subREAL, ín másuraín care co-fondator¡¡ grupului au fost implicati Tn cele douá “evenlmente de vará” din 1987-1988, are tangente cu House pARTy. 
Totusl colaborarea dintre mine si Calin Dan, ce a stat la baza formárii grupului, este mal veche si mai stránsá. Initial subREAL se dorea un nucleu de 
actlune si coordonare ce viza imprlmarea unei noi directii artei románesti si intrarea ín dlalog direct cu evenlmentele artlstlce Internationale. Statutul 
underground al grupului poate f¡ revendicat doar pentru o scurtá perioadá. Pe másurá ce membril grupului au ocupat pozitii chele ín viata cultúrala 
románeascá (critica, Tnvátámánt, management cultural), ideile “romantice” au fost abandónate ín favoarea integrárü ín “malnstream”. 

Modelul subREAL a avut un Impact imedlat pe scena artística románeascá, aducánd un nou tlp de discurs, de orientare, de atltudlne si de eflcientá, 
forme ce íncá se pot descifra cu usurlntá ín diverse practlci artistice actúale. 

R.N. Care a fost impactul evenimentelor organízate de Centrul Soros pentru Arta Cotemporaná ín anii '90 («Ex Oriente Lux» 1993, «010101...» 1994, 
«Me(di)a Culpa» 1995) tn vederea stimulárii dinamicii fenomenului artistic local, a promovárii noilor medii si a integrárii artei románesti ín reteaua 
internaponalá a circuíate a valorílor artistice? Se poate vorbi despre depasirea stadiului de Estética a sáraciei, caracteristic implementárii noilor 
tehnologii ín contextul cultural ñapo nal, orí despre iniperea procesului de cristalizare a unei comunitáp New Media ín Romanía? 

T.G. Era nevoie de structuri instltutionale. C.S.A.C. (Centrul Soros pentru Arta Contemporana), Tnfiintat prin '92, la Bucuresti, a fost prima institutie 
care a functionatín domeniu, pe baza unul proiect. íncá de laínceput, centrul a sprijinit, financiar si logistic, artisti care solicitau materlallzarea unor 
proiecte si a Tnfiintat o bazá de date despre artistii din Románia, accesibilá celor interesati, din afará. Este cunoscutá seria expozitiilor anuale cu 
tematicá, lansate de curatori románi. Am participat la ultímele trei editii, beneficiind de sustinere la fel ca multi altii. Centrul a fost un fel de scoalá pentru 
artisti. Acolo ne-am alfabetizat cu computerul. Am experimentat noile media. Am venitín contact cu artisti stráini si cu lucrárile lor. Tot aici neíntálneam 
si cu artisti si curatori din teritoriu. A existat o retea internationalá a centrelor Soros ín Europa de Est, ceea ce favoriza schimburile. Cred cá centrul, 
devenit ulterior C.I.A.C., si-a realizat proiectul: abordarea, ín Románia, a fenomenului artei contemporane, curatorial si managerial, prin implementarea 
noilor media, prin interactivítate, prin competitie si selectie. Unii artisti au refuzat colaborarea cu centrul, rámánánd ín zona artei traditionale. Acestia 
au pierdut ceva. 

I.K. Expozitiile Soros au impus un program artistic oarecum abrupt grábind astfel aderarea unor artisti (care probabil cá altfel ar fi avut loe mult mai 
lent) la únele tendinte din arta occidentalá neexistente sau existánd toarte palid ín contextul artistic románese de páná atunci (video instalatia, artistul 
implicat social, care lucreazá cu comunitatea). E drept ínsá cá pentru unii dintre artistii participanti acele manifestári au fost doar niste devieri ín creatia 
lor, care dupá aceea si-a reluat cursul de dinainte. Pentru scena románeascá din anii '90 ele au constituit cáteva momente importante. 

R.N. Ca participant la realizarea irístalapei colective Meta, expuse ín 1994 la Bienala de la Sao Paolo, cum definip opera colectiva si care este 
semnificapa pe care o dobándeste aceasta ín era digitalá? 

C.D. ín 1990, nefiindu-ne íncá toarte ciar dacá subREAL trebuia sá fie o miscare implicánd mai multi membri cu prezentá fluctuantá sau un grup cu 
compozitie fixá, am invitat Tn cadrul proiectului Alimentara cátiva colegí de care ne simteam apropiati spiritual, pentru a contribuí cu propriile interventii 
la instalatia din subsolul galeriei Orizont. La fel si ín proiectul Meta, pornind de la ideea realitátii caleidoscopice, imprevizibile, ín continuá miscare a 
metropolei contemporane, loji si cu mine am considerat cá e mai oportun sá apelám la un numár amplu de participanti care sá cerceteze arhivele lor 
personale si sá viná cu formulári proprii asupra subiectului. Cred cá a existat si o ratiune practicá aici - ín cazul acestui subiect complex si stufos era 
mult mai potrivit sá nu existe o voce unicá. Dincolo de asta, extrapolánd cátre definirea operei colective, nu pot sá spun toarte multe... noi am pus 
pe masá flecare lucrárile pe care le-am avut si restul s-a configurat de la sine. Cred cá evenimentele de genul acesta sunt mai curánd punctuale, ele 
náscándu-se dintr-o serie de coincidente. Existenta unui numár mare de grupuri artistice ín formulá de dúo este cu totul altceva decát o lucrare care 
implicá un autoriat colectiv. Un astfel de demers este destul de putin practicat astázi, aparitia sa páránd un fel de epifanie. Opera colectivá a fost 
ínlocuitá de alte tipuri de strategii, de pildá cea potrivit cáreia un creator delegá unei categorii profesionale sau sociale vocea sa autorialá. Astfel un 
artist invitat la o expozitie poate spune: participarea mea constá ín a invita 10 colegí sá facá flecare cáte o lucrare, sau, dupá cum s-a íntámplat la 
Manifesta 5, un artist ísi poate vinde locul din expozitie, celui dispus sá pláteascá mai mult. 

T.G. ín 1994, am fost invitat de Cálin Dan sá iau parte, aláturi de alti cátiva artisti, la proiectul Meta, prezentat la Bienala de la Sao Paulo ín acelasi an 
- instalatie fotograficá referitoare la orasul Bucuresti. Dan a explicat mai tárziu cá ín momentul acela intentionase sá ilustreze conceptul sáu, apelánd 
la arhivele foto ale altor persoane. Dupá opinia mea, a fost vorba tot de o formá de artá contemporaná. Aceastá largá categorie, care se identifica 
totusi cu destulá precizie, cuprinde experimentul ín toatá diversitatea sa; unicitatea nu mai este urmáritá, cu orice pret; se practicá aproprierea, 
ímprumutul de idei. Mai multi artisti pot sá participe la o operá colectivá, ín acelasi mod ín care niste muzicieni cántá Tmpreuná. Cu atat mai mtílt’ín 
era digitalá. 
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T.G. In 1994 Cálin Dan invited me to take part, along with some other artists, ¡n the Meta project, presented at the Sao Paolo Biennial the same year - a 
photo-installation featuring Bucharest. Dan explained later on that at that time he had been aiming at displaying his concept, by accessing various people's 
photo archives. In my opinión, it was still about a form of contemporary art. This vast category, which can be identified quite accurately, encompasses the 
experiment in its diversity; uniqueness is no longer an aim at any cost; rapprochement and the borrowing of ideas are practiced. Several artists can 
contribute to a collective work the way in which a group of musicians play together. That is ever more relevant in the digital age. 

I.K. From a conceptual point of view, the photo-installation META had all the necessary elements I thought a subREAL production should have. The 
circumstances were as such that it became a collaborative project with a more diverse range of participants. The concept of the work was suggested to 
several artists, and some of them grasped the challenge and personally contributed with images from their own work. Only the photographs on which we 
all agreed would be capable of making a single work were chosen. It is perhaps worth mentioning that the event, which occurred shortly after Dan Miháltianu 
had left the group, again raised the problem of the way subREAL should function. Either it should have a fixed structure with permanent members and that 
all productions should bear the subREAL signature, or that it should rather be a movement where several personalities should take tums, from one event 
to another, in exhibiting works on their own behalf under the same conceptual umbrella (a situation similar to the Fluxus movement). Moreover, in 1991 
there had been a previous attempt with The Food Store project. For practical reasons, such as compatibility and easiness in human communication on a 
long term, we chose a fixed formula, although there were subsequentiy other actions whereby we involved other artists as well. 

Collective work is an unquestionable presence in contemporary art, taking in most various forms. Talking about the digital age, problems are emerging ever 
more frequently related to the spread, manipulation, ¡ntellectual property and so on and so forth. At a conceptual level, one can notice the tendency of 
attenuating the notions as the (unique) author, or as the originality of the work of art, but at a pecuniary level, there is an aggressive counter-tendency in 
emphasizing the concept of ¡ntellectual property and the material rights deriving from it. 

R.N. Can photography still be considered today an experimental médium or should it be integrated into the «oíd new media» section? 

C.D. Photography is a médium which, albeit trying to constantly reinvent itself, has been classicized to a large extent over the last years, to the point where 
it started taking the place of painting in major shows. Risking a simplistic comparison, I daré say that video substituted the scuipture of the decade, as 
photography became the new painting. When pacing through a large exhibition, one has a quick glance at photography (y compris framing and relation 
with the space) - somehow in the manner our ancestors from the previous century were glancing at landscape painting; then one tums a bit around the 
space-time conglomérate of the video projections - and that's it. 

Last year a fierce debate around the status of photography animated the Dutch media. There were some voices claiming that photography shouldn't enjoy 
so much attention, that its admission in the collections of museums should be more carefully thought of, and that exhibitions devoted to it entirely are a no¬ 
no. It is interesting to see that so much energy can still be devoted to a medium-based-analysis. But this is actually the core problem here - our inedia in 
judging what we see and also what we do through simplistic categories, médium being one of them. 

T.G. Photography emerged in the flrst half of the 19th century, when an attempt was made to produce paintings mechanically, at cheaper costs than 
paintings themselves, and closer within people's reach. Podraits and “picture cards” were made, just like the genre painting. The two media have evolved 
in parallel ever since. There was traditional photography just as there is traditional painting, but “traditional” was not a characteristic trait for either of the two. 
Only a convention made painting to be considered “oíd media” and photography, by analogy, “oíd new media”. In fact both aris (media) having an 
inexhaustible potential (especially in the case of painting), continué to be experimental media. So does photography. 

I.K. I believe we can still have experiment in painting, in scuipture or in any other médium. It depends on the novelty and the creativity with which one makes 
use of that médium. I don't think I can agree with the phrase “experimental médium”. I have seen so much kitsch, superseded and obsolete visual formulas, 
realized with the latest technologies, and things which are so surprising and fresh, realized in traditional media / techniques, that I can surely say that the 
experimental dimensión doesn't lie in the médium / technique used but in the artist that uses it. 

R.N. What is your approach to photography in your projects: is it an exclusive means of expression, as an interface between media (an integral part of the 
installation, of the object, of the collage, of the action) or a retroactive reference that might acquire a new reading in case of a change of context? 

C.D. I've underlined the role photography holds in my work at another point in our conversation. Although I consider video as the closest médium to my 
way of thinking and acting, I might also add that the video projects represent the public side of my artistic work. Photography is my area of full autonomy; 
it represents the place where I escape in order to medítate upon my future actions. In this respect I would place photography next to writing, as a reclusive 
and conceptual sphere. I take pictures the same way I write, namely spontaneously, but always bearing in mind poetical and conceptual goals, constantly 
present ever if blurred. 
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I.K. Foto-instalatia META, din punct de vedere conceptual, avea tóate elementele pe care atunci credeam cá trebuie sá le aibá o productie subREAL. 
Conjunctura a fácut ca ea sá deviná un proiect colaborativ cu o participare mai diversá. Conceptul lucrárii a fost propus mai multar artisti iar cativa 
au acceptat provocarea si au contribuit ín mod personal, cu imagini din creatia lor. Au fost álese acele fotografii pe care cu totii le-am gásit capabile 
de a forma ímpreuná o singurá lucrare. Poate ar trebui mentionat cá acel eveniment, aflándu-se la scurt timp dupá plecarea din grup a luí Dan 
Miháltlanu a adus din nou ín dlscutie forma ín care ar trebui subREAL sá functioneze. Adicá, sá aibá o structurá fixá cu membrii stablli ¡ar tóate 
productiile sá fie semnate subREAL, ori sá fie mai curánd o miscareín care sub aceeasi umbrelá conceptúala sá fluctueze, de la un eveniment la altul, 
mai multe personalitáti expunánd flecare lucrári asúmate ín nume propriu (similar grupárii Fluxus). Dealtfel, ín 1991, a mai fost o astfel de íncercare ín 
proiectul Alimentara. Din motive practice, cum ar fi compatibilitatea si usurinta ín comunicarea interumaná pe termen lung, am ales o formulá fixá, cu 
tóate acestea ulterior au mai existat cáteva actiuni punctuale ín care am implicat si alti artisti. 

Opera colectivá este o prezentá indiscutabilá ín arta contemporaná, luánd forme dintre cele mai diferite. Cánd vorbim de era digitalá apar fot mai des 
probleme legate de difuzare, manipulare, proprietate intelectualá, etc. Pe de-o parte putem distinge o tendintá la un nivel conceptual de a dilua 
notiunile de autor si originalitate a operei de artá iar pe de alta este o contra-tendintá la nivel juridic de accentuare a notiunii de proprietate intelectualá 
si drepturilor materiale ce decurg din aceasta. 

R.N. Mai poate fi consideran astázi fotografía un mediu experimental ori mai degraba trebuie fncadratá sectiunii “oíd new media”? 

C.D. Fotografia s-a “clasicizat” ín ultimii ani íngrijorátor de mult. Mediul ín sine a devenit o comoditate; acelasi lucru s-a íntámplat cu video. Dacá pot 
sá fac o butadá, video este sculptura deceniului zero, iar fotografia este pictura acestei perioade. ín saloanele mai mult sau mai putin oficiale ale artei 
actúale aruncám o privire rapidá la continutul fotografiei (inclusiv rama si relatia cu peretele), asa cum priveau strámosii nostri din secolul trecut picturile 
cu peisaje sau cu pete de culoare; apoi zábovim cáteva minute ín plus ínvártindu-ne ín jurul continutului spatio-temporal al cátorva dintre nenumáratele 
proiectii video - si gata. 

Rolul dominant al fotografiei este indiscutabil, dovadá si dezbaterea acerbá care a populat anuí trecut media din Olanda. Au fost acolo voci afirmánd 
cá fotografia se bucurá de o atentie exageratá, manifestatá printr-o prezentá inflationistá ín expozitii si colectii. Fascinant rámáne faptul cá se mai 
poate dezvolta o retoricá argumentativá ín jurul particularitátilor unui mediu. De altfel cred cá aici rezidá problema - ín automatismele logice care ne 
fac pe toti - public, specialisti, artisti - sá percepem si sá cuantificám perceptiile noastre cu ajutorul unor categorii simple, una dintre ele fiind mediul. 

T.G. Fotografía a apárut, ín a doua jumátate a secolului al 19- lea, cánd s-a urmárit producerea mecanicé de tablouri, mai ieftine decát pictura, mai 
accesibile oamenilor. Se fáceau portrete si "vederi”, la fel ca si ín pictura de gen. Cele doua medii au evoluat de atunci ín paralel. Exista fotografié 
traditionalá tot asa cum existá picturá traditíonalá, fárá ca aceastá laturá sá fie consideratá definitorie, pentru oricare din cele douá. Numai o conventie 
a fácut ca pictura sá fie luatá ca "oíd media” iar fotografía, prin similitudine, "oíd new media”. ín realitate ambele arte (mijloace), avánd un potential 
inepuizabil (cazul special al picturii probeazá acest adevár), sunt ín continuare medii experiméntale. Deci si fotografia. 

I.K. Cred cá experiment íncá poate sá existe si ín picturá si ín sculpturá si ín orice mediu. Lucrul acesta depinde de prospetimea si creativitatea cu 
care acel mediu este folosit. Nu stiu dacá pot fi de acord cu sintagma “mediu experimental”. Am vázut atáta kitsch, formule vizuale uzate, ímbátránite, 
fácute cu cele mai noi tehnologii si lucruri toarte surprinzátoare si proaspete ín medii/tehnici traditionale, íncát pot spune cu sigurantá cá dimensiunea 
experimentalá nu stá ín media/tehnica folositá ci ín artistul care foloseste media. 

R.N. Cum abordafí fotografia in proiectele dumneavoastrá: ca mijloc exclusiv de exprimare, ca interfafá fntre medii (parte integrantá a instalafíei, 
obiectului, colajului, actiunii) ori ca referintá retroactiva ce poate cápáta un nou sens de citire in cadrul unei re-contextualizári? 

C.D. Am arátat altundeva ín conversatia noastrá care e rolul fotografiei ín munca mea. Mai pot sá adaug cá, desi consider cá filmul (mai corect video) 
e mediul cel mai apropiat structurii mele de gándire si actíune, proiectele ín acest mediu constituie latura publicá a muncii mele artistice. Fotografia e 
zona privatá, a deplinei autonomii, e locul unde má retrag ca sá reflectez la calea de urmat. ín acest sens as aseza fotografia aláturi de scris, ca 
domeniu al recluziunii si al conceptelor. Fotografiez asa cum scriu, spontan dar urmárind mereu un scop poetic, conceptual, mereu vag si mereu 
prezent. 

T.G. Am abordat/utilizat fotografia, ín mod diferit, urmárind idei sau concepte care se cereau materializate fieín imagine ori ín diverse tipuri de artefacte 
si instalatii. íncá din anii '80, am fácut lucrári de fotografié (vezi Amintire despre vas, 1987). Au fost proiecte, ca "tablourile” produse de grupul 
“Euroartist Bucuresti” ín anii '90, bazate exclusiv pe media foto. Ca si Art of Travel (ín cadrul Balt Orient Express, 1996) sau editia póster Románii si 
Uniunea Europeaná din 2005. Fílmele din anii 2000 - Marks, 2002; City, 2004; The Forgotten Room, 2005 - sunt tot fotografié. Am fácut lucrári de 
colaj / asamblaj ori instalatie, structurate eterogen, ín care apáreau únele elemente de fotografié, avánd rol de racord sau interfafá , iar de zece ani 
íncoace, de cánd am ínceput sá scriu texte, vád media foto integratá cu textul (ca o scriere). 
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T.G. I've approached / made use of photography ¡n different ways, focusing on ¡deas or concepts that had to be materialised either through images 
or through various types of artefacts or installations. Since the ’80s, I 've produced photography artwork (see Memory about a Ship, 1987). There were 
projects, like the “pictures” made by the “Euroartist Bucharest” group in the 90s, which were exclusively based on the photo media. Just like Art of 
Travel (within the Balt Orient Express, 1996) or the póster edition of The Romaniarts and the European Union in 2005. The movies from 2000 - Marks, 
2002; City, 2004; The Forgotten Room, 2005 - are photography all right. I made collages / patchworks or installations, structured heterogeneously, 
where elements of photography would slíp in as a connection or interface; for the past ten years, since I've started writing texis, I have been regarding 
the photo-media integrated into the text (like a writing). 

I.K. I thínk I have been through all these stages over time. 

D.M. Photography covers various areas and techniques that vary from one project to other - in a "purely photographic” approach, interfering with 
other media to storing, systematising and contextualising certain data, situations or events. This is due to the fact that I don't have the strict training 
of a “photographer”, I don't consider photography a unique means of expression, ñor do I believe in its supremacy over other media. It is becoming 
increasingly obvious today that the merger and mixture of media is a global phenomenon related to the “fluid” nature of today's culture. One of my 
projects, Liquid Matter, refers to all of these aspects. 

R.N. Why do you think photography and new media created their own parallel system of exhibition after ‘89, in galleries such as «Space«, «Galería 
Nouá», «GAD», «HT003»? 


T.G. As expected, new galleries with various profiles naturally emerged after 1989 (hardly a few in my opinión), run by people practicing either in the 
field of art, or outside it. For instance, “Galena Nouá” exhibits according to its programme, only photography and new media. As far as “HT003 Gallery” 
is concerned, which l'm in charge of, deais with projects of contemporary art of significant interest, irrespective of the media, the style, the trend, the 
author's age, where photography often finds its place. 

I.K. I don't believe it's just the case of new media, but I feel artists have become more informed, more careful and demanding as regards to the way 
and the place where they exhibit their works. The lack of a reliable artistic infrastructure in the '90s, determined some artists to get involved in the 
management of certain galleries and artistic programs. Similar to other parts of the world, where the art market has matured, it no longer matters 
whether the gallery's window is visible at Street level or if the gallery is situated downtown, but rather who has exhibited there before, who is to exhibit 
afterwards, in other words what matters is how coherent the program of the gallery is, the strategy, the profile and the possibilities of promoting the 
artists that the gallery has at its disposal. Because of the lack of any curatorial strategies, the UAP galleries are no longer of any interest to an artist 
with international ambitions. 

R.N. Can you State at the end of this new millennium whether there is a winner in the conflict between new and oíd media (traditionalism - avant- 
garde, isoiation - openness, the advocates of new technologies - the supporters of the New Orthodoxy) that changed the Romanian artistic 
background of the 1990s? 

C.D. The winning médium is advertising. A collateral winner is the art promoted ¡n the club Circuit, the party art, which responds promptly to the low 
level of conceptual expectation and the high level of hedonistic gratification manifest in the general audiences. 

T.G. I don't know if we can talk about a winner as in a competition (of the conflict between new and oíd media) in the local context of the 9th decade, 
but for sure, the artists of the avant-garde definitely stand more chances in this respect, than the traditionalists, those who seek communication 
compared to those who isolate themselves, those who leam how to use the new technologies than those who refuse to embrace them... 

I.K. I reitérate an idea I also mentioned when answering one of the previous questions. I don't tithk there is a real conflict between new and oíd media, 
but between the strategies one uses. As an artist, no matter what technique you choose for your message, I think you cannot overlook the spirit of 
the times you are living in. When everything around you looks different (telephone, televisión, Internet, credit cards, etc.), and you behave and act 
unlike a human being from the 19th or from the beginning of the 20th century, you cannot employ for creating your work of art the same visual 
strategies that were in use 100 or 200 years ago. The world has changed; it has different dynamics, priorities and estetics. If you still choose to do 
¡t: you are either cynical and you consider the onlooker and especially the buyer a bunch of morons at the expense of whom you must make pots of 
money by all means and at no risk, and to this end you adjust yourself to their lack of taste and culture, or you have no taste and no sense of culture 
yourself and, though you seem to be honest in all that you do and even exciting for some people, you are ultimately anachronistic as an artist. When 
I say superseded visual formula l'm not referring to the technique. I would not want to suggest that someone who is specialized in the digital image 
stands slimmer chances of being anachronistic in hls work than someone who paints in oil. You can convey superseded and obsoleted messages 
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I.K Cred cá de-a lungul timpului am trecut prin tóate aceste moduri de abordare. 

D.M. Fotografía acoperá zone si practici diverse ce variazá de la un proiect la altul. De la un mod “pur fotografíe” de abordare, la ¡nterferenta cu alte 
medii páná la arhivarea, sistematlzarea si contextualizarea unor date, situatli ori evenimente. Aceasta se datoreazá faptului cá nu am o formatie stricta 
de ‘‘fotograf, nu consider fotografía un mod unic de exprimare si niel nu cred ín suprematia e¡ fatá de alte medii. Este din ce ín ce mai evident cá 
¡nterferenta si fuziunea mediilor este un fenomen global ce tiñe de spiritul “fluid” al culturii actúale. Unul din proiectele mele Liquid Matter se referá la 
aceste aspecte. 

R.N. De ce fotografía si noile medii si-au creat dupa '89 un sistem paralel de expunere prin galerii ca «Space», «Galería Nouá», «GAD», «HT003»? 

T.G. Dupá 1989 au apárut, ín mod firesc, galerü noi de diferite proflluri (prea putine, dupá párerea mea), manageriate de oameni fie din domeniul artei, 
fie din afará. De pildá, “Galería Nouá” expune, programatic, numai fotografíe si noile media; ín ceea ce prlveste “HT003 Gallery”, de care má ocup 
actualmente, expune proiecte de artá contemporaná de Ínteres, indiferent de media, stil, trend, vársta autorulul, ín care fotografía ísi gáseste locul ín 
mod frecvent. 

I.K. Nu cred cá este vorba doar de noile medü c¡ cred cá artistii au devenit mai informati, mai atenti si mai exigentl fatá de cum si unde ísi prezintá 
productiile. Sltuatia existentá ín añil '90, total nesatisfácátoare, i-a determlnat pe unil dintre e¡ sá se implice ín gestionarea unor galerü si programe 
artlstlce. S-a ajuns, ca si ín alte partí ale lumil unde piata de arta este mal maturá, sá nu mai conteze atát de mult dacá galería are vitrina la strada si 
dacá este ultracentralá, c¡ mal degrabá cine a mai expus acolo ínalnte, cine va expune dupá, cu alte cuvlnte cát de coerent este programul, ce 
strategie, profll si posibilitáti de promovare a artistllor are galería respectivá. Prin lipsa acestor date, spatlile UAP nu mal prezintá niel un Ínteres pentru 
un artist care se respectá. 

R.N. La fnceputul acestui nou mileniu puterí opina daca exista un cástigátor al polemicii dintre noile si vechile medii (traditionalism-avangardá, izolare- 
deschidere, adepta noilor tehnologii - reprezentantii neoortodoxiei), care a marcat contextul artistic románese al anilor '90? 

C. D. Mediul cástigátor e publicitatea. Un cástigátor colateral e arta de club, de party (nu pot spune petrecere, pentru cá trimite la “manele” - un alt 
sector cástigátor din cultura actualá). 

T.G. Nu stlu dacá putem vorbi despre un cástigátor íntr-o competitie (al polemicii íntre noile si vechile medii) ín contextul autohton al deceniului 9 dar, 
cu sigurantá, au mai multe sanse artistii care actioneazá ín avangardá, fatá de traditionalisti, cei care cautá comunicarea, fatá de cei care se izoleazá, 
ce¡ care ínvatá sá utilizeze noile tehnologii, fatá de cei ce le refuzá... 

I.K Repet o idee pe care am mentionat-o si íntr-una din íntrebáriie anterioare: Nu mi se pare cá existá o polemicá realá íntre noile si vechile medii ci 
íntre modalitátile de abordare. Ca artist, indiferent ín ce tehnicá te exprimí, cred cá nu poti sá nu tii cont de spiritul timpului ín care tráiesti. Cánd totul 
ín jurul táu aratá altfel (telefon, televizor, Internet, cárti de credit, etc.) iar tu te comporti si tráiesti altfel decát un om din secolui 19 sau de la ínceputul 
secolului 20, nu poti sá folosesti ín arta ta aceleasi formule vizuale de acum 100 sau 200 de ani. Lumea este diferitá, are altá dinamicá si alte prioritáti. 
ín cazul ín care o faci: ori esti cinic si consideri privitorii si mai ales cumpárátorii niste prosti cárora trebuie sá le iei cu orice chip si fará nici un risc banii 
si pentru asta te pliezi pe lipsa lor de gust si culturá ori esti tu ínsuti lipsit de gust si de culturé si atunci, desi sincerín ceea ce faci si pentru unii chiar 
interesant, ín ultimé instantá esti anacronic ca artist. Cánd spun formulé vizualá uzatá nu má refer la tehnicá. Nu as vrea sá se ínteleagá cá cineva 
care lucreazá imagine digitalá are sanse mai mici sá fie anacronic prin produsul lui decát cineva care picteazá ín ulei. Poti transmite mesaje uzate si 
rásuflate cu cea mai recenté si sofisticatá tehnologie, precum poti avea un mesaj toarte proaspát si actual folosind tehnici traditionale. Cred cá, ín 
final, tehnicá trebuie subordonatá conceptului si aleasá ín asa fel íncát sá íl serveascá pe acesta cei mai bine. 

D. M. Cred cá polémica din contextul artistic románese al anilor 90 s-a situat mai degrabá la nivelul ímpártirii unor teritorii si zone de influentá, chiar 
dacá ármele de iuptá se bazau pe diversele tipuri de expresie artisticá ale epocii. Dovada este polémica recenté din jurul MNAC ce se desfásoará pe 
registre strategice, economice si sociale, lásánd deoparte temele clasice de discordie (noile medü, autohtonism etc). A la longue din aceastá ínfruntare 
probabil nu vor exista ínvingátori reali, pentru cá polemicile se vor orienta spre alte zone si teme de interes lásánd vechile dispute sá cadá ín 
desuetudine. Atáta vreme cát actorii de astázi vor mai avea “suflu”, ei se vor re-orienta spre noi orizonturi ¡ar “scena” va fi ocupatá de combatanti noi. 

R.N. Care este situaría la nivelul centrelor universitare de profll artistic? 

C.D. ínvátámántul artistic din Románia este íntr-un impas care are cauze atát de diverse, íncát nu sunt eu ín másurá sá le identific cu precizie. 
Observánd lucrurile din afará, avem de-a face cu unul dintre sectoarele cele mai rezistente la schimbare din societatea post-decembristá. Liberalismul 
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using the latest and the most sophisticated technology as well as you can attain a fresh state-of-the-art result using traditional methods. I think the 
technique should be subsidiary to the concept and chosen by such criteria so to serve the latter at its best. 

D.M. I believe the clash of ideas in the Romanian artistic world of the 1990s happened more at the level of sharing out territories and areas of influence, 
even if the weapons used relied on the various means of artistic expression at the time. Proof of this is given by the recent dispute over the MNAC at 
strategic, economic and social levels, leaving aside the classical themes of discontent (the new media, autochthonism, etc.). At the end of the day, 
this confrontation will probably end up having no real winner, since the confllct will focus on other areas and themes of interest, wlth the former 
disputes becoming obsolete. For as long as today's actors are still determined, they will venture into new areas and the “scene” will be fought over 
by new fighters. 

R.N. What is the situation at the level of university centres with an artistic profile? 

C.D. The system of artistic education in Romanía is currently experiencing a crisis so complex that its analysis cannot fit this context. On a quick look we 
are leaved with the impression of it being one of the few cultural domains that resist changes on a big scale. Economic neo-liberalism and political cynicism 
met in an unfortunate collaboration the same paradigm of traditionalism I mentioned several times already, and the result is a legal block stopping a paradigm 
shift. Some of the artists from my generation who try to opérate changes at the level of classes, courses and departments are operating within structures 
corrupted morally and conceptually which are limiting their successes. 

We should also add the fact that there is no support system for the graduates of the institutes of artistic education, other than a couple of collectors who 
buy paintings or the agencies who hire desktop publishers and graphic designers. 

I.K I think the question is referring to the study of photography in the fine arts universities, or at least this is what I will talk about the situation in University 
of Art Bucharest. Due to a continuously decreasing interest in an art education (there are departments where the number of candidates for the admission 
exam is less than the number of total places availabie), we are witnessing a steady increase in the number of young people eager to study photography 
and the dynamic image. Unfortunately, the facilities (equipment, studios, specialized information material, etc.) are way below the actual needs of the FVPCI 
department. There are too many students for the existing space and technical equpment. This shortage and weakness of the school gives rise to a feeling 
of discontent and / or weariness among the students and frustration among the professors. It is true that many students indulge in this passive attitude for 
which only the school is to blame, instead of trying to make their requests heard through their representativos in the school board. My feeling is that they 
underestimate their power to change things. If their demands were to be uttered more firmly, the numerous requests addressed to the school board on 
behalf of the department would probably be more carefully considered and to a large extent solved. 

In a nutshell, it might be said that artistic training has two major components: a practical one (the skill) and a theoretical one. I've come to realize following 
discussions and prívate, but also public polemics occurring in the sessions of the university senate, that there is a general belief among some professors 
that students should first of all leam “skills” during their university education and afterwards they have plenty of time to experiment and do whatever they 
wish. There are even some people of this category - actually a few - more radical and conservative, who simply want to stop time, coming up with practices 
of artistic education from past centuries. They even stand against employing terms like "student” and “professor” and wish to replace them with others like 
“apprentice” and “master”. We have received direct accusations from part of this group that the FVPCI department wields a destructive pressure on the 
rest of the school via the excessively experimental direction it tries to impose upon the students. As far as l'm concemed l'm not against learning skills, but 
to this end, students must have access to the necessary photographic studio equipment (of recording the image as well as of editing it), since one cannot 
attain "the skill” in these areas in the absence of technology. I believe it is equally important for students to appropriate visual knowledges during their studies, 
which should be classical, but especially contemporary. This has been the aim of my efforts for the past few years, delivering courses about the history of 
photography, about the place photography holds in the contemporary art scene as well as its relationship with politics, the mass-media and advertising. 

R.N. Today's photography is an important component ofdaily life and contemporary culture, increasingly linked with the social, the political and the economic. 
How would you explain the fact that photography in Romanía still represents a gap in the general education of the population, or even of the highly educated? 

C.D. Just as the Romanian society is deeply rooted in a 19th century tradition, the Romanian culture, unable to detach, cannot become a culture based 
on experiment. 

Photography, whether classicized or not, remains a médium based on mechanical reproduction, distant from anything perceived as tradition or as a 
reconciliation with tradition, excluding the existence of that particular cult of uniqueness circulating both among the public and the art professionals. The 
idiosyncrasy of photography thus consists in this different type of paradigm functioning within the Romanian society as we speak, which will be inevitably 
displaced at one point, even if for now it is utterly forceful. 

T.G. The aesthetic education is at the moment deficient within the general culture. After having finished a high school, people are left with vague ideas of 
traditional art, that is, they may remember some of the monuments of the world heritage and two or three ñames of painting masters: the Egyptian pyramids, 
the Gothic cathedrals, Rembrandt, Leonardo da Vinci... Little is known about the avant-garde movements of the first half of the 20th century, or about other 
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economic si cinismul politic s-au íntálnit ín mod nefericit - inca o datá - cu acea paradigma traditionalá pe care o pomeneam mai inainte. Colegii mei 
de generatie, care opereazá schimbári la nivelul cursurilor si uneori la cel al catedrelor, nu pot schimba structura coruptá moral si conceptual (las 
deoparte trivia coruptiei materiale) dupá care functioneazá aceste institutii. 

La asta mai adáugám faptul cá nu exista nici un sistem de sprljin economic pentru absolventii institutelor de ínvátámánt artistic, altul decát piata de 
publicitate, virulent de activá in Románia si poate cátiva colectionari agreánd de preferintá pictura. 

I.K. Cred cá Tntrebarea se referá la situatia studiulul fotografiel in cadrul universitátllor de arta, sau cel putin la asta má voi referí eu si in special la UNAB. 
íntr-un context de scádere continua a interesului fatá de ínvátámántul de artá (exista sectii la care numárul candldatllor la examenul de admitere este mai 
mic decat numárul locurilor puse in concurs), exista o crestere constantá a numárului de tineri care vor sá studleze fotografía si imaglnea dinamlcá. Din 
pácateinsá conditiile materiale (dotare echlpamente, spatll de lucru, materiale informative de speclalitate etc.) sunt mult sub nevolle reale ale departamentului 
FVPCI, mal ales raportate la numárul de studentl. Aceastá sárácle si neputintá a scolii creeazá nemultumire si/sau blazarein rSndul studentllor si frustarein 
rándul profesorilor. E drept cá multi studenti se complac in aceastá situatle paslvá, in care toatá vina apartine scolii, in loe sá incerce sá isl facá doleantele 
auzite prin reprezentantil lor in conducerea scolii. Senzatia mea este cá el isl subapreclazá puterea de a schimba lucrurile. Dacá cerlntele lor ar f¡ mai ferm 
expuse, probabil cá si repetatele cereri adresate conducerii scolii din partea catedrei, ar f¡ mai cu grljá cántárlte si in mai mare másurá rezolvate. 
Simplificand, putem spune cá pregátlrea artisticá are douá componente majore: una practlcá (máestria) si alta teoreticá. Din discutlile si polemicile 
particulare, dar si publicein cadrul sedintelor senatului universitátii, mi-am dat seama cá exlstáintre profesori un curent majoritar care sustlne faptul 
cá in timpul facultátil studentul, in primul ránd, trebule sá invete “meserie” si, dupá ce terminá scoala, are tlmp sá experlmenteze si sá facá ce vrea. 
ín aceastá categorie sunt unll - putini ce-i drept - mai radicali si conservatori care vor pur si simplu sá opreascá timpul in loe, propunánd solutii de 
educatie artisticá din secolele trecute. Ei se opun chiar si folosirii unor cuvinte cum ar fi “proiect”, “student”, “coordonator”, si dórese inlocuirea lor cu 
áltele ca “studiu”, “discipol”, “maestru” etc. Din partea acestora am primit acuze directe cá departamentul FVPCI exercitá o presiune nefastá asupra 
restului scolii prin directia prea experimentalá pe careincercám sáindreptám studentii. ín ce má priveste nu sunt impotrivaínvátárii mestesugului, insá 
pentru aceasta este nevoie ca studentii sá aibá acces la echipamentele necesare (de inregistrare a imaginii precum si de prelucrare a ei) cáci 
“máiestria” in aceste discipline nu se poate castiga in lipsa tehnologiei. La fel de important insá, mi se pare ca studentul sá dobándeascá pe parcursul 
studiilor o culturá vizualá, atát clasicá, dar mai ales contemporaná. ín aceastá directie s-au concentrat eforturile mele din ultimii ani, tinánd cursuri de 
istoria fotografiei, despre locul fotografiei in contextul artistic contemporan precum si relatiile acesteia cu politicul, mass-media, publicitatea 

R.N. Astázi fotografía e o componentá importantá a vietii cotidiene si cultúrale contemporane, tot mai indisolubil legatá de social, politic, economic. 
Cum se poate explica faptul cá totusi in Románia ea constituie o gaura neagrá h cultura generala a popuiatiei ba chiar si a oamenilor de culturá? 

C.D. Asa cum societatea románeascá are rádácini traditionale extrem de putemice si mecanisme traditionale extrem de viguroase, cultura 
románeascá nu are cum sá deviná o culturá bazatá pe experiment. Fotografia, indiferent de problemele cu care se confruntá, rámáne un mediu bazat 
pe reproducere tehnicá, distant de orice poate fi perceput ca traditie, ca impácare cu traditia, excluzánd acel cult al unicitátii favorizat atát de cátre 
public, cát si de cátre producátorii de culturá vizualá (si nu numai) din Románia. Marginalitatea fotografiei vine deci din aceastá paradigmá diferitá dupá 
care functioneazá societatea románeascá la ora aceasta, o paradigmá care se reproduce de mai bine de un secol si care inevitabil va fi deplasatá la 
un moment dat, chiar dacá deocamdatá este incá extrem de viguroasá. 

T.G. Educatia esteticá in cadrul culturii generale este, deocamdatá, deficitará. Oamenii rámán dupá un liceu cu vagi notiuni de artá traditionalá, in 
sensul cá Tsi amintesc, poate, únele monumente din patrimoniul universal si douá-trei nume de maestri ai picturii: piramidele egiptene, catedralele 
gotice, Rembrandt, Leonardo da Vinci... Despre miscárile de avangardá din prima jumátate a secolului 20, sau despre alte momente de mare 
insemnátate pentru evolutia artei, nu se stie aproape nimic. Prin urmare, lumea nu cunoaste fenomenul artei contemporane. Chiar dacá astázi, cu 
ajutorul mass mediei, al audio vizualului, existá o culturá vizualá despre care inainte nu se putea vorbi, totusi, din cauza educatiei deficitare, care 
conduce la prejudecáti si la aplicarea de sabloane in gándire, fotografia este mai de grabá legatá de presá si de reclamá decat de domeniul artei. Nici 
chiar oamenii de culturá nu sunt feriti de asemenea reflexe. 

I.K. ín ultimii 30 de ani s-au scris toarte multe cárti despre fotografié care nu sunt adresate fotografilor ci abordeazá probleme de ordin conceptual pe 
care le implicá fotografia precum si relatiile tot mai stránse ale acestui mediu nu doar cu arta ci si cu politicul, economicul, mass-media, etc. Din 
pácate, cu 2-3 exceptii, aceste cárti nu au fost traduse la noi, ele rámánánd stráine intelectualilor románi, chiar dacá acestia ar putea cu usurintá sá 
le citeascá Tntr-una din limbile de circulatie ín care ele au fost publicate. Pentru mine rámáne un mister lipsa de interes a editurilor pentru traducerea 
acestor cárti precum si lipsa de interes sau ¡gnoranta libráriilor de a avea pe rafturile lor cárti legate de fotografié, áltele decat albume. Fotografia este 
ínsá doar un caz particular al ignorantei fatá de arta contemporaná ín general. 

Mai jenant este cánd unii dintre acesti oameni de culturá, filologi sau filozofi initiati ín conditia omului recent, ce detin adesea si pozitii importante ín 
institutii cultúrale de stat sau prívate, vorbesc despre fotografié “dupá ureche”, cu dezinvolturá si aplomb difuzánd de pe pozitiile lor de autoritáti 
cultúrale tot felul de inexactitáti si judecáti de valoare cel putin indoielnice. 
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highlights in the evolution of art. Therefore people don't know the phenomenon of contemporary art. Even if today mass media has contributed to creating 
a visual culture that couldn't be dreamed of before, still, due to the deficient education that entails prejudices and clichés of thinklng, photography is rather 
related to mass media and to advertising than to the field of art. Not even the well educated are spared from such reactlons. 

I.K For the past 30 years a lot of books have been written world-wide about photography which are not addressed necessarily to photographers, but are 
addressing issues of a conceptual nature that photography implies, as well as the ever stronger relatlons of this médium not only with art, but also with 
politics, economy, the mass-media and so on. Unfortunately, with two or three exceptions, these books haven't been translated ¡n our language, thus 
remaining unknown to Romanian ¡ntellectuals, even though they just as easlly could read them ¡n one of the languages of wide circulation in which they 
were originally published. To my mind, the lack of interest of publishlng houses towards the translation of these books, as well as the way in which 
bookshops are disinterested or ignorant towards having photography-related books upon their shelves, other than photography albums, is still a mystery. 
Yet photography is but a particular case of the ignorance shown towards contemporary art in general. 

What is more embarrassing ¡s the fact that some of these Romanian high ¡ntellectuals, philologists or philosophers, conversant with the condition of modern 
man, who often hold high posltions withln State or prívate cultural institutions, tend to speak about photography "by hearsay", with unconstraint and self- 
assurance uttering from their positions of cultural authority all sorts of inaccuracies and statements that are at least doubtful. 

R.N. In critics opinión due to Ceausescu's oppression, the strict, unbreathable atmosphere of Bucharest in the '80s the city had the character of a big 
provincial town, whereas the cities in Transylvania or Banat became the true centres of experimentalism. What is the situation of Bucharest today? What 
about the other traditionally experimental centres across the country - limisoara, Arad, Sibiu, Cluj, Oradea - as severaI artists like losif Király, Dan and Amalia 
Perjovschi, Alexandru Patatics have migrated to the capital, and others towards the Western worid? 

C. D. Bucharest was never the province of provincial cities in Romanía, as it might be assumed from the structure of the question. It was easler in the '80s 
to organize public altematlve events in the “province” (I must keep the quotation marks for this depreclatlve denominatlon), since the political atmosphere 
there was less tense, personal relations played a ground-breaking role, and so on. Ibis doesn't dlmlnlsh by any means the role Bucharest played as 
producer of content and ¡deas. 

Even today, Bucharest remains the most interesting and dynamic city in the country, from many perspectives, the cultural one included. If Cluj or lasl are 
providing Interesting centres and / or groups that have to be taken into account, it can't be the case of a competition when it comes to Bucharest, whose 
scale of operatlons ¡s hard to challenge at a local level. In a wider context, both Bucharest and Romania are faced with an inconsistency between the 
dynamics of other spheres (llterature, media, archltecture, more recent clnematography) and what's going on in the visual arts, where the stage ¡s small and 
the resources are scarce. 

T.G. Perhaps research will be conducted on the role that each cultural centre played, on their importance in terms of the number of artistlc personalities 
they provided for the Romanian art scene. Considering the situation of contemporary art, a domain in which we are ¡nterested, ¡t ¡s true that Bucharest didn't 
provide the necessary conditions for the emergence of some cultural movements (maybe only for what was called “neo-orthodoxy”, in the early ’90s,), ñor 
for the holdlng of periodlcal events, as it was the case in other reglons of the country. First it was the Banat and Transylvania with Timisoara, Oradea, Arad, 
Cluj and other cities, and lasl joined in later on, through its “Perlpheral” festival. New cultural centres have emerged today, as resldence, as an outcome of 
the cooperation between the Mlnlstry of Culture and Pro Helvetia, in small untradltional locations like Bacau, Tescani, Slnala.. .Artists like Király, Perjovschi 
or Patatics moved to Bucharest because it is however a centre (of the province). I am not familiar with the current situation in regional centres. Nowadays 
there are no longer specialised Institutions in Bucharest to foster the contemporary art, experimentalism, or young artists (although C.I.A.C. is still functioning 
and Pro Helvetia still provides fundlng for some projects). There are as yet a few gallerles that exhlbit contemporary art according to their programme, and 
places where new projects are presented and interaction with the public is still done. The system works because both artists and those galleries are 
¡nterested in making outstanding shows. 

I.K Today Bucharest is by far the most dynamic artistic centre in the country. However, the artistlc mllieu we are ¡nterested in (made up of a few artists truly 
linked with the International art scene) ¡s rather small compared to the size of the city and to the number of worklng artists. In the provinces, Bucharest's 
artistic Ufe is perceived as ¡n some way as belng distorted and without nuance. The general feellng towards it is not a very friendly one either. The reality is, 
the way I see thlngs from here, that this small artistic community of Bucharest, who ¡s connected to the International art scene ¡s a lot closer to the even 
smaller similar communities in Cluj, lasi or Tárgu Mures than the other more numerous artists in Bucharest, who don't share the same set of valúes. 

D. M. Hypothetically, Bucharest has never lost its supremacy due to the simple fact that ¡ts artistic scene had a dimensión and a potential that no other 
city in Romania could compare with. Even towards the end of the 1980s, when, due to the difficult circumstances, a series of events took place in 
other regions of the country, they were still organised or controlled from the capital, or had cióse connections with the artists practicing there. 

The situation nowadays appears to be slightly different due to the fact that strategies and events of national and international importance can be 
developed more efficiently in smaller communities than in a chaotic capital. Moreover, the artists who settled in Bucharest didn't sepárate from their 
original backgrounds entlrely and remained active simultaneously in several regional and international centres. Just like the artists who today carry out 
their activity at other locations around the worid, they didn't emigrate from Romanian art. Bucharest is doomed to become a new centre of "hype" 
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R.N. Critica vremii afirma cá fn anii '80, datoritá oprimárii ceausiste, atmosfera dogmaticé, irespirabilá a Bucurestiului íi imprima acestuia un carácter 
de mare oras de provincie, centre ale experimentului devenind mai curánd órasele din Transilvania sau Banat. Ce se Íntámplá astázi cu Bucurestiul? 
Dar cu celelalte centre tradifional experiméntale - Timisoara, Arad, Sibiu, Cluj, Oradea - o data cu migrarea unor artisti ca losif Király, Dan si Amalia 
Perjovschi, Alexandru Patatics etc catre capitalá si emigrares aitora ín Occident? 

C. D. Bucurestiul nu a fost niciodatá provincia provinciei din Románia, cum s-ar putea deduce din formularea Tntrebárii. ín anii '80 era mai usor sá 
organizezi evenimente alternative publice ín “provincie” (tin sá pástrez ín ghilimele acest denominator derizoriu), deoarece atmosfera politicá era acolo 
mai relaxatá, relatiile personale aveau un rol deschizátor de usi etc. Asta nu diminueazá ín nici un fel rolul de producátor de continut si idei al 
Bucurestilor. 

Si la aceastá ora, Bucurestiul rámáne cel mai ¡nteresant si mai dinamic oras al tárii, din mai multe puñete de vedere, incluslv cel cultural. Dacá la Cluj 
si lasi s-au creat nuclee si / sau grupári interesante, de care trebuie sá se tiná seama, nu se poate pune problema unei competitii cu Bucurestiul, care 
rámáne la nivel local de o masivitate greu de concurat. íntr-o perspectiva mai largá existá, ín capitalá si ín general ín Románia, o discrepantá sensibilá 
íntre dinámica altor domenii (literaturá, media, arhitecturá, film mai recent) si ceea ce se íntámplá ín artele vizuale, unde scena e micá si sáracá ín 
mijloace. 

T.G. Poate cá se vor face studii despre rolul jucat de flecare centru cultural, de ponderea acestora prin numárul de personalitáti artistlce livrate pe 
scena románeascá. Vorbind despre situatia artei contemporane, domeniu care ne intereseazá, íntr-adevár, Bucurestiul nu a oferit conditii favorabile 
pentru coagularea unor miscári spirituale (poate doar pentru ceea ce s-a numit, la ínceputul anilor '90 “neo-ortodoxie”) nici pentru organizares de 
evenimente periodice, cum s-a petrecut ín alte zone. Mai íntái au fost Banatul si Ardealul cu Timisoara, Oradea, Arad, Cluj si áltele, mai apoi a intrat 
ín Circuit si lasul, prin festivalul Periferic. Astázi au apárut niste noi centre cultúrale, pentru rezidentá, prin colaborarea dintre Ministerul Culturii si 
ProHelvetia, ín localitáti fárá traditie ca: Bacáu, Tescani, Sinaia... Artisti precum Király, Perjovschi sau Patatics, au migrat spre Bucuresti pentru cá 
acesta este totusi un centru (al provinciei). Nu cunóse situatia actualá din centrele teritoriale. Astázi, la Bucuresti, nu mai existá institutii specializate 
cu rol de sprijinire a artei contemporane, a experimentalismului, ori a tlnerilor artisti (chiar dacá CIAC íncá mai functioneazá, iar Pro Helvetia mai acordá 
asistentá pentru únele proiecte). Existá ínsá cáteva galerii care expun ín mod programatic artá contemporaná, locuri unde se prezintá proiecte noi si 
se face comunicare cu publicul. Sistemul functioneazá pentru ca existá interes atát din partea artistilor cát si a acestor galerii sá facá show-uri care 
sá atragá atentia. 

I.K. Bucurestiul astázi este pe departe cel mai dinamic centru artistic din tara. Totusi acea scená artisticá de interes pentru noi (formatá din cei cátiva 
artisti cu adevárat racordati la scena internationalá) este destul de micáín comparatie cu márimea orasului si numárul de artisti existenti. Din provincie, 
scena artisticá bucuresteaná se vede oarecum distorsionat, fárá nuante, iar atitudinea nu este una toarte binevoitoare. Realitatea, asa cum o percep 
eu de aici, este ínsá cá aceastá micá comunitate artisticá din Bucuresti se aflá rrjtffcmai aproape de si mai micile comunitáti similare din Cluj sau lasi 
sau Tárgu Mures, decát de restul majoritátii artistice din Bucuresti, cu care nu imparte acelasi sistem de valori. 

D. M. ín principiu Bucurestiul nu a pierdut vreodatá suprematia, datoritá simplului fapt cá scena sa artisticá avea o dimensiune si un potential cu care 
nici o alta din tara nu se putea compara. Chiar si spre sfársitul anilor ‘80, cánd prin torta ímprejurárilor o serie de evenimente au putut avea loe mai 
usor ín alte zone din tara, ele au fost fie organízate din capitalá, fie ín stránsá legáturá cu artisti ce activau acolo. 

Ce se íntámplá astázi pare a fi putin diferit prin faptul cá ín comunitáti mai restránse se pot dezvolta mai eficient strategii si evenimente de importantá 
nationalá si internationalá decát íntr-o capitalá haoticá. ín acelasi timp artistii ce s-au stabilit ín Bucuresti nu au párásit cu totul scena din care au 
provenit, activánd simultan chiar ín mai multe centre lócale si internationale. La fel si artistii ce sunt ocupati ín prezent ín alte zone artistice din lume, 
ei nu au “emigrat” din arta románeascá. Bucurestiul pare a fi destinat sá deviná curánd un nou centru hype pe scena internationalá. Vom asista la 
multe schimbári neasteptate si, pentru unii, toarte dure. Nu vor fi menajati nici cei ce asteaptá aceasta cu nerábdare. A mai rámas putin timp páná 
atunci. 

R.N. Ce rol considerafi cá au avut fotocluburile pe scena fotografiei de arta din Románia comunista si care este legáturá dintre aceasta si mai noul 
fotojurnalism, domeniuI fotografíe cel mai activ din perioada postdecembristá? 

T.G. ín trecut, singurele institutii care promovau fotografia, erau asa numitele fotocluburi, care functionau pe lángá anumite unitáti economice, ín 
general, si care erau frecventate de amatori, pasionati de aceastá tehnicá. Pe lángá expozitii, acestia publicau si cárti de specialitate (probleme 
tehnice, echipamente, expresia imaginii). M-am initiat cu aceste lucrári, singurele accesibileín epocá. Probabil cá multi au fácut astfel. Totusi, cei ce 
activau ín cadrul acestor fotocluburi nu depáseau, de reguiá, nivelul amatorismului; nu stiu nici un nume de artist, produs de acest sistem. Poate cá 
yftli din membrii lor au practicat fotojurnalismul. Diferenta dintre fotografia de presá din perioada comunistá si cea de azi mi se pare enormá. Cu tóate 
acestea, ráspunsul la íntrebarea dacá fotojurnalismul se poate íncadra ín arta contemporaná, cere o dezbatere, fárá índoialá. 
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on the intemational scene. We will witness many unexpected changes and, for some of us, some very tough ones. Those looking forward to it won't 
be spared either. There ¡s little time left till the moment comes. 

R.N. What role do you think the photo clubs playeó on the art photography scene in communist Romania and what is its connection wlth the more 
recent photojournalism, the most active photographic domain in the post-communist era? 

T.G. The only institutions that promoted photography in the past were the so-called photo-clubs, that functioned under certain economic units, and 
that were frequented by amateurs, fond of this technique. Apart from the exhibitions, they would also publish specialised books (technical problems, 
equipment, the expression of the image). I got trained by reading those works, the only ones available at the time. Many others must have done the 
same. Still, those who worked within those photo-clubs didn't go beyond the amateur level; I am not familiar with any ñame produced by that system. 
Perhaps some of their members practiced photojournalism. The difference between the press of the communist rule and the press nowadays seems 
huge to me. Nevertheless, the answer to the question whether photojournalism can be regarded as contemporary art unquestionably calis for a 
debate. 


I.K. I think the phrase “the art photography scene” is an overstatement because they were only a group of artists who used photography as an 
alternative means of expression, in addition to painting, drawing and installation. The photo clubs meant nothing to them. Those photo clubs joined 
an alternative network called The Association of Photographic Artists - AAF, whose members were, with few exceptions, people with no artistic 
background (engineers, doctors, accountants, labourers - fond of photography) plus a couple of professional photographers from the communist 
press. The AAF cooperated with other similar intemational organizations of amateur photographers. After 1989, the AAF gradually dissolved and its 
“legacy” spread merely to some extent within Romanian photojournalism, which was quite active in the '90s, however fairly palé and in decline 
nowadays. Most of the followers of AAF and successors of its outdated aestheticism represent a regular presence on the Internet, managing blogs 
and forums, commenting upon and praising each other's works, completely ignorant of all that contemporary artistic trends are about. Such a 
mentality will continué to keep them in a world parallel to the one of contemporary art photography, despite the fact that they could find correct and 
fresh information at only one click away from them. 

R.N. Fiow do you explain the inflation oftopics regarding the marginal world ofhomeless children, junkies and stray dogs, or the one of the contingent 
minorities which was difficult to intégrate socially in Romanian art (photography) of the '90s? Are these matters still of interest after the year 2000, as 
Romania prepares to join the European Union? 

C.D. Last year, some students from the Art University had to comment in one of their seminaries upon my film Sample City, from 2003. One of them 
regarded the presence of the stray dogs in my work as an outmoded reality. What I find amusing is that the presence of dogs was only due to the 
fact that those particular sequences couldn't be framed out at the editing table. The general aim of the movie was different, but the odds turned that 
dogs were in the neighborhood: it was filmed in the streets of Bucharest; there was nothing I could do about it... I think that, until such images of 
hardship will stop being part of our reality, they will endure as more or less inspired arguments in the art discourse. As for the extent to which the 
artists succeed in keeping the balance between documenting the facts and an ingenious approach to such topics, it is out of my league, yet it would 
seem immoral to me if the cultural discourse would avoid such powerful components of the Romanian society as poverty, and inequities. 

T.G. The inflation of topics regarding the marginal world of the homeless children, of junkies and of stray dogs that were extensively used in the '90s, 
has an explanation. The people who produced them were still the photojournalists, those who had served their apprenticeship at the photo-clubs. 
Used to seeking elements that are picturesque, anecdotal, sentimentalist and melodramatic (it sounds like a definition of amateurism, doesn't it?), 
thus they met the demands of the Western world, marked by a series of clichés regarding Eastern Europe. On the one hand our photographers 
worked honestly (doing what they had been trained to do) and on the other they tried selling products that were required for export. Lately, the 
sltuation has come back to normal; in the run up to our country's EU accession, there has been a decrease of the topics related to misery, and enough 
professionals have emerged in the field of photography, counterbalancing the throng of “amateurs” in the field. 

I.K. I think for years these topics have represented “a living” for foreign journalists here. They had been sent to Romania in order to confirm a certain 
image that had become deeply rooted in Western media. Though I am not a supporter of scenarios, I believe the proliferation of these images was 
related to polltical relations, based on distrust rather than trust, between Romania and the Western world during the '90s. 

As far as artists in Romania and Eastern Europe were concerned, they show a real or symulated interest in this kind of topics with a social and political 
character because they sense a potential possibility to enter easier on the internationaly art scene with the topics borrowed from media then with othe 
kind of projects. We shouldn't be surprised by the image of the contemporary artist as a sort of small entrepreneur. Fie observes the market or the 
art scene, studies the demand and the areas available where he can place his work - which he increasingly realizes depending on the demand of this 
market. Today the topics refer to EU accession and integration: Romanian strawberry pickers working in Spain or Italy, legal or ¡Ilegal emigration, 
terrorism, the clash of civilizations and so on and so forth. 
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I.K. Cred cá e mult spus “scena fotografiei de arta” pentru cá erau doar o maná de artisti, care foloseau fotografía ca mediu alternativ de exprimare, 
pe lángá picturá, desen, ¡nstalatie. Pentru e¡, fotocluburile nu au ínsemnat nimio. Acestea erau constituite íntr-o retea paralela numitá Asocíate Artistilor 
Fotografi, a cárei membrii erau, cu putine exceptii, oameni fárá pregátire artística (ingineri, doctori, contabili, muncitori - pasionati de fotografié), plus 
cátiva fotografi profesionisti din presa comunista. AAF-ul colabora cu alte organizatii internationale de fotografi amatori, de aceeasi factura. Dupa 
1989, AAF-ul s-a diluat treptat iar “mostenirea” lui s-a difuzat doar partial ín fotojurnalismul románese, destul de activ ín anii '90, acum, ínsá, mult mai 
sters si ín degringoladá. Cei mai multi urmasi al AAF-ulul si continuatori ai esteticii sale rásuflate sunt toarte prezenti pe Internet, patronánd blog-uri si 
grupuri de discutii, comentándu-s¡ si láudándu-si unii altora productiile, íntr-o totalá ignorantá fatá de tot ce ínseamná cúrente artistlce contemporane. 
Cu o astfel de mentalitate el vor rámáne ín continuare íntr-o lume paralela cu cea a fotografiei contemporane de arta, chiar dacá o mínima informare 
se gáseste doar la un click depártare de ei. 

R.N. Cum explicati inflatía de subiecte care vízeazá lumea margínala a copiilor strázii, a drogatilor si a cáinilor vagabonzi orí cea a minoritátilor 
problematice, greu integrabiíe social, din arta(fotografia) románeascá a anilor '90? Se pastreazá aceste tendinte si dupa anuí 2000 acum cánd 
Romanía se pregáteste pentru Integrare? 

C.D. Anuí trecut nlste studenti de la UNAB au avut de comentat íntr-un seminar filmul meu Sample City, realizat ín 2003. Unul dintre comentarii, negativ 
de altfel, privea prezenta cáinilor vagabonzi ín lucrare ca pe un cliseu, o realitate obositá. ínsá prezenta cáinilor se datora unei situatii inevitabile: 
secventele respective nu puteau sá cadá la montaj, ele continánd alte lucruri importante ín economía filmului. Era vorba despre stradá, despre oras 
- coincidenta a fácut ca si cálnli sá se nimereascáín preajmá, n-ai ce sá-i faci... Cred deci cá, ín másuraín care aceste aspecte ale pauperitátii vor 
persevera ín existenta noastrá, ele vor continua sá apará íntr-o formá mai mult sau mai putin inspiratá si ín discursul artistilor. ín ce másurá acestia tin 
cumpána dreaptá íntre factologic, documentar si o abordare creativá a acestor subiecte, este dincolo de ambitiile comentariului meu, dar mi s-ar 
párea oricum ¡moral ca o componentá extrem de importantá a societátii románesti (sárácia, inechitátile de clasá) sá nu se regáseascá ín discursul 
cultural. 

T. G. Inflate de subiecte care vizeazá lumea marginalá a copiilor strázii, a drogatilor si a cáinilor vagabonzi, care au circulat asiduu ín anii '90, are o 
explicatie. Cei ce le-au produs, au fost tot fotografii de presá, cei ce si-au fácut ucenicia pe la fotocluburi ínainte. Obisnuiti sá caute elementul pitoresc, 
anecdotic, sentimentaloid si melodramatic (parcá ar fi o definitie a amatorismului, nu-i asa?), ei ráspundeau astfel unei solicitári din partea 
occidentalilor, vizitati de o serie de clisee referitoare la lumea Europei de est. Pe de o parte, fotografii nostri au lucrat cu sinceritate (fácánd ceea ce 
ínvátaserá), pe de alta au íncercat sá vándá o marfá cerutá la export. ín ultima vreme sitúate s-a normalizat; ín perspectiva aderárii tárii noastre la 

U. E., a cam dispárut cererea de subiecte pe tema mizeriei, iar ín domeniul fotografiei au apárut si destui artisti, contrabalansánd masa “amatoristilor” 
din domeniu. 

I.K. Cred cá aceste subiecte au constituit ani de zile “páinea” fotojurnalistilor stráini. Ei erau trimisi ín Románia ca sá confirme o anumitá imagine ce 
se ínrádácinase ín media occidentalá. Desi nu sunt adeptul scenariilor, cred cá proliferarea acestor imagini nu era stráiná de relatiile politice, bazate 
mai curánd pe suspiciune decát peíncredere, dintre Románia si Occidentín anii '90. 

ín ceea ce priveste artistii románi sau est-europeni, ei probabil au venit ín íntámpinarea unui interes pe care l-au simtit din partea curatorilor sau din 
partea altor factori de influentá de pe scena de artá contemporaná, pentru astfel de teme cu carácter social si politic. Nu trebuie sá ne mire cá artistul 
contemporan este un fel de mic íntreprinzátor. El observá piata sau scena de artá, vede ce se cere si care este culoarul líber unde sá ísi plaseze 
productia - pe care, tot mai des, o face ín functie de cerintele acestei píete. Acum temele sunt legate de aderarea si integrarea ín UE, de cápsunari 
si emigratia legalá si ilegalá, terorism si ciocnirea civilizatiilor etc. 

R.N. Va insemna aceastá Integrare si o integrare in cultura vesticá? Prospectati o sincronizare, o stergere a decalajelor si a etapetor inca nearse de 
artistii románi? h acelasi context va temeti de o pierdere a specificului national? 

C.D. Asa numita “integrare” (un termen destul de comic, dacá ne gándim cá e vorba de o realitate produsá de 20 milioane de oameni ocupánd un 
teritoriu corespunzátor) nu poate presupune pierderea identitátii si alte gogorite care umplu de apá gura ziaristilor si a comentatorilor, ín orice caz níl 
mai mult decát s-a pierdut ín ultimii 16 ani, neintegrati. Fiecare culturá ísi are traiectoria ei si existá un soi de fatalitate ín asta. ín ce másurá acea 
traiectorie este si un drum al normalitátii depinde predominant de conditiile materiale, care sunt o exprimare cuantificabilá a respectului acordat 
domeniului respectiv. Este finantatá cultura, existá respect pentru culturá. Nu este finantatá, nu existá nici respect, altul decát la nivelul declaratiilor 
demagogice. Fárá bani nu se poate culturá, necum “integrare”. 

T.G. Ne íntrebám cu totii ce va aduce integrarea Romániei ín Uniunea Europeaná, inclusiv ín domeniul artei contemporane, ínsá nu trebuie sá uitám 
faptul cá aceastá integrare va fi un proces destul de índelungat, de mare complexitate, ¡ar durata nu se poate prevedea. Arta, dupá cum se stie, este 
legatá de societate, de evolutia acesteia; chiar bátránul Marx ne-o spune, cu competentá. Cred cá ín viitor vom avea “o artá románeascá” sau “destul” 
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R.N. Will this Integration also mean integration into Western culture? Do you foresee synchronization, the bridging ofgaps and the overcoming ofstages 
still not covered by Romanian artists? Along the same Une, do you fear a loss of national identity? 


C.D. The so called “integration” in the EU structures (a funny concept, if one thinks that it aims at 20 million people and the territory they accordingly inhabit) 
cannot bring more loss of identity than the previous 16 non-integrated years of post-communism. Each culture has its own path; we should be a bit more 
fatalistic about it. To what extent integration will mean normalization, depends on the distribution of wealth and on the development policies. My approach 
might sound trivial, but oversimplification helps sometimes: If there is enough respect for culture, then culture receives flnancial support. Without money and 
a sound visión about its spending all that remains are demagogic statements, and eventually corruption. 

T.G. We are all wondering what Romania's EU accession will bring, including in the domain of contemporary art, but we must always keep in mind the fact 
that this integration will be a long-lasting process of a great complexity whose length cannot be estimated. Art, as is well-known, is closely linked with 
society, with its evolution; oíd Marx himself competently acknowledges it. I think the future will bring “a Romanian art” or “fairly” Romanian, in spite of the 
unifying phenomenon of globalization which we are faced with. I wouldn't fear a possible loss of the national identity either in art, or in other areas. 

I.K. In an increasingly fluid intemational context, where ¡nformation and finance run freely at an ever higher speed and in which the valúes, be they of an 
economic or artistic nature, can no longer be assessed at a national or regional scale, but by inter-connection, it will be harder and harder to admit that 
certain works, highly valued and appreciated at home, are worthless abroad. The artistic phenomenon, including photography, follows an economical- 
financial pattem. Just as the national currency “Leu” can no longer be artificially maintained at a certain rate, that will also be and already is the case of 
certain artists and works of art, considered as leading lights until recently. It is a painful matter, with good sides but also questionable aspects. Each country 
must protect its national valúes from the pressure put on it by globalization and uniformization, and the best way of doing that is to try and export them, to 
make them accessible worldwide. On the other hand, in order to promote these valúes worldwide, they should be synchronal with what is happening 
elsewhere in the world. Just like in an orchestra, where each instrument plays its own different score, yet tuned in with the rest of the instruments. 

R.N. What is the connection between your work and politics? 

C.D. Political skepticism is a strong feature in my generation, I suspect due to our bitter experiences with the system and its institutions during our youth. 
My relation with the politics is two-sided though: on a personal level I consider myself an admirer (and unfortunately more and more a nostalgic) of social 
democracy. It is no mere accident that I live in the Netherlands, a country still capable of making the best out of social democrat valúes ¡n an increasingly 
adverse intemational context. That makes me also reluctant towards the developments in Romanía, a country and a society systematically biased against 
social democracy. 

As far as the professional dimensión is concerned, I do not think that personal bellefs must be transparent in one's work. One of the unassailable privileges 
of this marginal and difficult profession is autonomy. As an artist, I have the right to choose my tapies irrespective of the great issues of the moment. That's 
why I have a limited respect for the relational art that has become a general practice nowadays: There is no point in creating the ¡Ilusión you are concemed 
with the latest social and political matters at the cost of losing the specificity of your artistic discourse ¡n conjectural matters. If your opinions have a certain 
political coherence, this will come to contribute anyway to the work you are doing, with no need of coming up with slogans or labels. Besides that, the aim 
of the artwork ¡s to bring suspensión of disbelief, not to fight the everyday beliefs ¡n a partisan manner. 

T.G. I approached the socio-political context in Romanía (which was within my reach) in my projeets as early as ¡n the '80s, when I optad for what I thought 
was utterly necessary. When I was a young gradúate of the Academy of Fine Arts, I was in search (not necessarily consciously) of a paradigm, a mentor 
figure, among the established artists of that time. Given that there was no connection with the outside world, no Internet, there was a first moment when I 
let myself be ¡nfluenced by a few Romanian artists working with symbols, with archetypal forms, advocating a sort of monumental art, consisting in large 
installations. I had my first solo exhibition in 1983 at A-35 with an installation called The Chest. They were common forms of a geometrical pattem containing 
something sacred, but also referring to the rural world. 

However, I staged my second solo exhibition two years later at the same gallery, but displaying completely different works: a neo-expressionist painting 
featuring flesh pierced by nails, drawings in blue ink and black and white pictures taken of areas cleared in the run-up to their being demolished. Bucharest 
was the scene of an unprecedented experiment: Ceausescu had ordered the demolition of a large area in order to have his People's Palace built. It was 
something that appealed to me at once, beyond any fundamental philosophy. I started taking pictures of cleared buildings (I preferred their interiors); I would 
also make drawings after pictures at the same time. After that exhibition, I remained connected to the Romanian reality which was much more interesting 
to me. I hadn't read Orwell's “1984” at that time. Politics has been of a constant interest to me ever since. 

I.K. As a Citizen, to a certain extent, I am ¡nterested in the political phenomenon, at an informative level. I was never interested in joining any party, neither 
during the times of the solé communist party, ñor afterwards. I have even declined a number of offers that had been made to me both before and after 
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de románeascá, ín duda fenomenului globalismului unificator, cu care deja ne confruntám. Nu m-as teme de o posibilá pierdere a specificului natlonal, 
nici ín arta, nici ín alte domenii. 

I.K. íntr-un context International tot mal fluid, ín care ¡nformatia si tíñantele circula liber, cu viteza tot mal mare, iar valorile, fie de naturá económica 
sau artística, nu mai pot fi aprecíate la scará nationalá sau zonalá c¡, prin inter-relationare, devin parte a unui sistem mult mai vast, va deveni tot mai 
greu ca anumlte lucruri, valoroase si aprecíate íntr-o tará, sá nu facá doi bani dincolo de granltá. Fenomenul artlstlc, implicit si cel al fotografiel, 
urmeazá modelul economico-financiar. Asa cum “leul” nu mal poate fi tinut, íntr-un mod artificial, la o anumitá valoare, se va íntámpla, de fapt deja se 
íntámplá, si cu anumite opere de arta sau cu anumlti artisti, pana nu demult considerati sacri. E un fenomen dureros, care are partí bune dar si aspecte 
dlscutablle. Flecare tara trebuie sáísi protejeze valorile natlonale fatá de presiunea globalizárü si uniformizárii, cel mai bun mod de a le proteja fünd cel 
de a íncerca sá le exporte, sá le facá acceslbile pe plan International. Pe de altá parte, aceste valori, pentru a putea fi promovate International, trebuie 
sá fie racordate la ce se íntámplá ín restul lumii. La fel ca íntr-o orchestrá, unde flecare instrument cántá dupá partitura sa, diferitá ínsá armonizatá cu 
partiturile celorlalte instrumente. 

R.N. Care este relapa lucrárilor dumneavoastrá cu politicul? 

C. D. Relate mea cu politicul este dublá. La nivel personal sunt un admlrator si, din pácate, din ce ín ce mai mult un nostalgic al social democratiel. 
Asta má face oarecum neentuzlast la ceea ce se íntámplá ín Románia, unde socletatea este ín mod sistemic simetrlzatá fatá de social democratle. 
Nu íntámplátor am ales sá trálesc ín Olanda, o tará care este capabilá íncá sá ofere valorilor social democrate un loe important. Pornind de aici, am 
o atentie sustlnutá fatá de evenimentele politice si de crlzele sociale; la care reactionez cu instruméntele care ími stau la índemáná, adlcá dezbaterea 
la o bere, respectiv votul, desi sunt oarecum sceptlc fatá de acest mecanism. Sceptlcismul politic (mal precis fatá de institutli) e de altfel o 
caracteristicá dominantá a generatiei mele, probabil prea obosltá de conotatiile opresive ale domenlului, asa cum l-am cunoscut ín tlnerete. 

La nivel profesional acum: aceste convingeri nu trebuie sá se regáseascá obligatoriu, si cu atát mai putin explicit ín operá. Unui dlntre privllegüle 
inalienabile ale acestei meserii margínale si dificile este privileglul autonomiel. Ca artlst am dreptul sá ími aleg temele si sá le tratez íntr-un fel 
independent de orice urgente ale momentului. De aceea respectul meu pentru arta relatlonalá, care a devenit un fel de loe común astázi, este unui 
limitat. Nu are rost sá dal iluzia unei partlclpárl la urgentele socialului si politicului mimánd procedurlle sociologului, ale economistului, ale ziaristului si 
plátlnd astfel pretul - prea mare - al plerderii specificitátii. Cred cá fúñete operei de artá este sá impresioneze, sá creeze o stare de gratle, de 
suspendare a obsesiilor momentului si ín acest proces, undeva, pluteste si dedicarea polltlcá a autorulul. 

T.G. Am abordat ín proiectele mele contextul social-politic din Románia (ceea ce era la índemáná) íncá din anii '80, cánd am optat pentru ceea ce mi 
s-a párut urgent necesar. Cánd eram un tánár absolvent al academlei de artá, cáutam (nu neapárat constient) o paradigmá, un model, printre artistii 
maturi ai momentului. íntrucát nu exista nici o legáturá cu exteriorul, niel un Internet, a fost un prim moment cánd m-am lásat influentat de cativa artisti 
románi care lucrau cu simbolurl, cu forme arhetlpale, propunánd un fel de artá monumentalá, instalatii de marl dlmenslunl. Am avut o primá expozitie 
personalá, ín 1983 la A-35, cu o ¡nstalatie intitulata Lada. Erau forme simple, ale unui motiv geometric, continánd ceva sacru, dar si legate de universul 
rural. 

Dol anl mal tárzlu ínsá, am sustinut o a doua expozitie personalá, ín aceeasl galerle, dar cu totul diferitá: o picturá neoexpresionistá ínfátisánd carne 
strápunsá de cule, desene ín cernealá albastrá si fotografii alb-negru cu spatii dezafectate ín vederea demolárii. Bucurestíul era scena unui experiment 
fárá precedent: Ceausescu ordonase demolarea unei zone íntlnse pentru a construí Casa Poporului. A fost ceva care m-a atras dintr-o datá, dincolo 
de orice filosofle fundamentalá. Am ínceput sá fotograflez cládirl dezafectate (preferam interioare); desenam dupá fotografii ín acelasl tlmp. Dupá acea 
expozitie, am rámas conectat la realitatea románeascá, mult mai interesantá, pentru mine. íncá nu citlsem “1984” de Orwell. De atunci politicul a 
rámas un domeniu de Interes permanent, ín ceea ce má priveste. 

I.K. Ca cetátean sunt interesat íntr-o másurá ponderatá, la nivel informativ, de fenomenul politic. Nu mi-am dorit niciodatá sá máínscriu ín vreun partid, 
nici pe vremea partidului unlc, nici dupá. Chiar am rezistat unor propunerl care mi s-au fácut si ínainte si dupá. Nu má consider un artist politic. Má 
preocupé lucrurlle care se gásesc deasupra unei anumlte perloade istorice, deasupra unui loe geografic anume, cum ar fi memoria, spatiul si 
transformárlle acestora ín tlmp. Fácánd totusl aceste cercetári vlzuale din perspectiva unui anume loe geografic si a unui anume tlmp istorlc, sitúate 
politicá, problemele sociale, reflectarea acestora ín media vor f¡ prezente ca straturi mal mult sau mai putin difuze ín structura ¡maginilor mele. Chiar 
dacá acestea nu reprezlntá esenta lucrárilor mele, sunt totusl vizibile. Un repórter de la o televiziune ml-a relatat cá a abordat un distins filosof román 
care vizita o expozitie cu proiectul Reconstrucpi, íntrebándu-l ce párere are despre cum artistul íncearcá sá redea ín imaginile de pe peretl anumite 
probleme legate de tlmp si memorie. Ráspunsul a fost ceva de genul: “Care tlmp, care memorie? Eu vád ín aceste panoramári, ín prlmul ránd, 
reflectarea unei situatii politice care a generat aceastá decádere umaná si materialá specificá tranzitiei posteomuniste románestl.” 

D. M. íntreaga artá actualá se orienteazá spre politic. Acest lucru este poate mai usor de sesizat ín fotografíe datoritá relatlel sale cu presa, respectiv 
a capacltátü sale de a reflecta ¡nstantaneu fenomene social-politice. Sunt nenumárate cál de abordare a politicului ín artá, de la oglindlrea lui, páná la 
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1989.1 don't see myself as a political artist. I am concerned with matters beyond a certain historical period and above a particular geographical región, like 
memory, space and their evolution in time. Nevertheless, I am carrying out my visual research from the perspective of a particular geographical place and 
of a certain historical time. Thus the political situation, social problems and their coverage by the media will be present as more or less scattered layers in 
the structure of my images. Although they are not the essence or the subjetc of my works, they are nonetheless visible. A televisión journalist told me she 
had talked to a distinguished Romanian philosopher who was visiting an exhibition of my project Reconstructions, asking him how he feit about the artist 
trying to deal with certain issues related to time and memory in the images on display. His answer was something of the sort: “What time, what memory? 
I mainly see in these photographs the reflection of a political situation that triggered this human and material decline specific to the Romanian post- 
communist transition”. 

D.M. Today's art is entirely politically-orientated. Perhaps this is more obvious in the case of photography, due to its relationship with the press and its 
capacity to reflect social-political phenomena instantaneously. There are various ways of approaching politics in art, from reflection to commentary, analysis 
and activism. Giving up the pre-eminence of aesthetic criteria in art and replacing them with Creative processes similar to other social processes, such as 
the political process, sometimes creates the ¡Ilusión that art might actually be the motive power in today's society. 

Apart from the romantic disposition - some artists commit to society life out of a genuine inner yearning or as a legitímate reaction to events, socio-political 
phenomena and situations - there are some analytical and articúlate approaches to politics as an object of research and artistic inspiration, the rest being 
generally imposed by tendencies, trends, accurate strategic or economic calculations in the race for success. All the attributes of the political Ufe have their 
almost identical equivalents in contemporary art: the struggle for power and domination, influence, plots and behind the scenes games, financial interests, 
pride and the desire for prestige and honour. 

The next stage - entering politics - already began a long time ago, taking into account all the possible means of artistic expression: literature, 
cinematography, visual arts, criticism, art history and theory, and so on and so forth. There are representations at all political levels throughout the world: 
State presidents, govemors, mayors, ministers, counsellors (and the list does not stop there). 

“Social Sculpture’’ - transforming the social into art and the other way round - allows for a ffee means of expression. Some “sculpt” with the pen, with the 
typewriter, with the brush, with the chisel, with the photo or video camera; others use rhetoric, machineguns, explosives, planes or any other methods at 
hand. 

The connection between my works and politics comes down to the level of reflection and contextualising various information, events and situations over 
time, sometimes viewed ironically in an attempt to break away from them. 

R.N. According to Boris Groys, today we are witnessing a complicated game involving de-locating and (rejlocating, de-territoríalizing and re-terrítoríalizing, 
de-auratizing and re-auratizing of art. The originality of a work is no longer assessed by means of its material substance, but through its aura, its context, 
its place in history. The new images, the digital images, can be regarded as the ultimate ready-mades - objects of a small material valué which acquire 
significance when placed in a different context. How do you comment on the importance attached to the context of any artistic project under these 
circumstances? Is the context an element that you take into account in your work? 

T.G. It is typical of contemporary art (namely what we are discussing) that a certain work (artefact) cannot exist in itself, as a self-sufficient image or object, 
the latter being most often than not the result of an action, of a process, of a performance, and so on and so forth. As far as the originality of the work is 
concemed, we are again faced with a situation different from traditional art: a widespread habit nowadays is to comment upon existing works, to reproduce 
or paraphrase them, sometimes by re-contextualization. Under these circumstances, the same ¡deas can be at the same time considerad by, let's say, a 
young artist from Bucharest and by another one from Sidney. What makes the minimal difference between the two resulting works is the context. Placing 
the work or the project in a certain setting, taking into account either objective factors or the author's subjectivity. Yes, I have taken into account the context 
in which I created my works. I didn't rely on spontaneity. 

I.K. The context is truly important to many contemporary artists. In this respect photography as a médium is strongly influenced by the context in which it 
is presented. I cannot say that I keep in mind the context in which my pictures will be exhibited when I make them, since more often than not I am unaware 
of their futura life. However, when I exhibit them and particularly when I publish them in the media, I try to be as careful as possible with respect to the details 
related to the context (what type of publication carries them, what text and what other images will be next to them, and so on). I am more concerned about 
the context especially if there are any people in the pictures. 

R.N. In an era of manipulation, ofthe loss ofreference and ofthe return of photography to painting and the traditional arts respectively, to what extent will 
classical photography be replaced by digital photography? 

T.G. Today classical photography has been replaced by digital photography. What does that mean? Firstly, we have to acknowledge a series of 
advantages that the digital system brings about: a higher speed in taking the picture, optimal conditions of exposure, checking and selecting almost 
instantaneously the picture taken, almost unlimited storage, doing away with editing the photosensitive material (negative - positive), endless 
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comentariu, analizá si activism. Abandonarea primatului criteriilor estetice Tn artá si Tnlocuirea lor cu procese Creative similare altor procese sociale, ca 
de exemplu cel politic, lasa uneori iluzia cá arta ar putea f¡ motorul societátii actúale. 

Pe langa aspectul romantic - unii artisti se angajeazá social din impulsuri interioare autentice ori ca reactie legitima la evenimente, situatii si fenomene 
socio-politice exista abordári analitice si lucide ale politicului ca material de cercetare si inspiratie artística, restul fiind Tn general dictat de tendinte, 
mode, de calcule strategice sau economice precise Tn cursa pentru succes. Tóate atribútele vietii politice se regásesc Tn forme aproape identice Tn 
arta actualá: iupta pentru putere si dominatie, influenta, intrigile si jocurile de culise, interésele financiare, orgoliile si aviditatea pentru prestigiu si 
onoruri. 

Pasul urmátor - intrarea Tn politicé - a fost fácut deja de multé vreme, luánd Tn considerare tóate fórmele de exprimare artística: literatura, 
cinematografíe, arte vizuale, criticá, istoria si teoría artei etc. Existá reprezentári la tóate nivelele politice, Tn Tntreaga lume: presedinti de stat, 
guvernatori, primari, ministril, consilieri, lista rámánánd deschisá. 

“Social sculpture” - transformarea sociaiului Tn artá si invers - permite cái libere de exprimare. Unii “sculpteazá” cu pixul, cu masina de scris, cu 
pensula, cu dalta, cu camera foto sau video, altii folosesc retorica, mitraliere, explozibil, avioane ori alte mijloace laTndemáná. 

Relatia lucrárilor mele cu politicul se reduce la nivelul reflectárii si a punerii Tn context a diverselor date, evenimente si situatii de-a lungul timpului, vázute 
uneori prin prismá ironicé Tntr-o Tncercare de detasare. 

R.N. Asistám astázi, potrivit celor spuse de Borís Groys, la un joc complicat de de-localizári si (re)locallzár¡, de deterítorializári si re-teritorializári, de de- 
auratizárí si re-auratizári. Oríginalitatea unei opere nu se mai constata cu ajutorul alcátuirii materiale, ci prin aura sa, prin contextul, prin locul sáu istoric. 
Noile imagini, imaginile digitale pot fi privite ca ultimele ready-made-uri - obiecte de mica valoare intrínseca care prímesc semnificatie prin 
contextualizare. Cum puteti comenta importanta pe care o capáta tn aceste conditii contextul pentru oríce demers artistic? Este contextul un element 
luat tn calcul tn lucrárile dumneavoastrá? 

T.G. Este specific artei contemporane (categoría despre care discutám aici) faptul cá o anumitá operé (artefact) nu mai existá prin sine, ca imagine 
ori obiect de sine státátor, aceasta fiind, Tn general, rezultatul unei actiuni, al unui proces, al unei performante etc. ín ceea ce priveste oríginalitatea 
operei, avem iarási o situatie deosebitá fatá de arta traditionalá: un demers larg ráspándit astázi este comentarea unor opere deja existente, replicares 
sau parafrazarea lor, uneori prin recontextualizare. ín aceste conditii, aceleasi idei pot fi Tn acelasi moment Tn atentia, sé spunem, a unui artist din 
Bucuresti si a unuia din Sidney. Ceea ce face diferenta minimá dintre cele douá lucrári, e contextul. Plasarea operei, a proiectului, Tntr-o anumitá 
situatie, fie tinándu-se cont de factori obiectivi, fie de subiectivitatea autorului. Da, am luat Tn calcul contextul Tn care Tmi elaboram lucrárile. Nu mizam 
pe spontaneitate. 

I.K. Contextul este Tntr-adevár toarte important pentru multi artisti contemporani. De asemenea fotografía ca mediu este influentatá puternic de cátre 
contextul Tn care este receptatá. Nu pot sá spun cá má gándesc la contextul Tn care vor fi prezentate fotografiile mele atunci cánd le fac, Tntrucát de 
cele mai multe ori Tn acele momente nu stiu care va fi traseul lor. Cánd Tnsá le expun si Tn special cánd le public Tn media, Tncerc sá fiu cát pot de atent 
la detaliile legate de context (ce fel de publicatie e cea Tn care apar, ce text le va Tnsoti, lángá ce alte imagini vor sta, etc.), mai ales dacá Tn imagini 
sunt personaje. 

R.N. Jntr-o época a manipulara, a pierderii referentului respectiv a tntoarceríi fotografiei cátre picturá si artele traditionale, pana ia ce punct va fi tnlocuitá 
fotografía clasica de cea digitalá ? 

T.G. Astázi fotografía clasicá a fost Tnlocuitá de fotografía digitalá. Ce Tnseamná acest lucru? ín primul ránd, trebuie sá vedem o serie de avantaje pe 
care sistemul digital le introduce: cresterea rapiditátii la luarea imaginii, conditii optime de expunere, verificarea si selectarea, aproape instantaneu, a 
fotografiei obtinute, stocarea aproape nelimitatá, eliminares procesárii materialului fotosensibil (negativ - pozitiv), posibilitáti nelimitate de eliminare a 
erorilor, de prelucrare si manipulare a imaginii cu ajutorul computerului, obtinerea unui produs final de Tnaltá fidelitate, diseminares prin Internet. 
Superioritatea noii media este evidentá. Fotografía clasicá va fi Tnlocuitá de cea digitalá. Ca principiu manipulares imaginii era posibilá si Tn fotografía 
traditionalá (sá ne amintim colajele si fotomontajele lui Max Ernst, Raoul Hausmann sau ale luí John Hartfield, de pildá); se poate manipula si folosind 
foarfecá si lipici. Obiectivitatea mediei fotografice nu tiñe, neapárat, de tehnicá. 

I.K. Probabil páná Tn acelasi punct Tn care tehnicile clasice de gravurá au fost Tnlocuite de fotografíe. Fílmele, hartia foto, chimicalele vor fi tot mai greu 
de gásit si tot mai scumpe. Fiindcá industria foto, ca orice domeniu economic, se bazeazá pe profit, va depinde de cati nostalgici vor mai fi dispusi 
sá cumpere consumabilele la preturi tot mai mari. Probabil cá mici firme vor prelua paténtele si vor face ceea ce Tnainte fáceau Kodak, Fuji, Agfa. 
Avem un exemplu relativ recent pe piata de muzicá: tranzitia de la vinil la cd si mai departe la iPod. Vinilurile nu au dispárut, dar cátá lume mai ascultá 
astázi muzicá la pick-upt 
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possibilities to dispose of errors, to process and manipúlate the image by means of the Computer, obtaining a final product of hlgh quality, 
dissemination via the Internet. The pre-eminence of the new media is obvious. Classical photography will be replaced by the digital one. As a general 
rule the editing of the image was possible ¡n traditional photography as well (for instance the collages and photo-editing made by Max Ernst, Raoul 
Hausmann or John Hartfield); one can edit also using scissors and glue. The objectivity of the photographlc médium is not necessarlly pertalnlng to 
the technlque. 

I.K. Probably to the same extent that classical engravlng technlques were replaced by photography. Camera ralis, photo paper and Chemicals will be 
harder to find and increaslngly expenslve. Slnce the photographic industry, like any other economic area, ¡s based on profit, it will depend on how 
many nostalgic people will still be willing to buy consumables at ¡ncreasingly soaring prices. Small enterprises will probably take over the licences and 
will do what Kodak, Fuji or Agfa used to. We have a fairly recent example in the muslc buslness - the transiten from vinyl to CD and ¡Pod. The vlnyls 
themselves haven't disappeared, but who still listens at home to music on record players today? 

R.N. Which of the current photo-aesthetics do you feet closer to - snapshot aesthetics, deadpan aesthetics, staged photography aesthetics or the 
aesthetics of the commonplace? Which of these has won over more supporters in the Romanian artistic community? 

T.G. When it comes to the present aesthetics of photography, I do not prefer a particular one; l've used snapshot but l've also staged photography, 
l've often searched for the commonplace in my pictures (I still collect plctures made by amateurs); perhaps some of the young artlsts used similar 
methods, but I repeat, no one Uves isolated ¡n the contemporary art, all ¡deas flow freely. Freedom ¡s absolutely compulsory. 

I.K. There are remarkable artlsts representlng each of those aesthetics whom I admire. I can't single out just one aesthetic. I believe snapshot 
aesthetics and the aesthetics of the commonplace (which overlap for the most part) are prevalent among Romanian artists. 

R.N .The opening of the National Museum of Contemporary Art at the Parliament Palace, Ceausescu 's former Palace, sparked off the fiercest conflict 
inside the artistic community in Romania in the year 2005. What is the significance ofyour participation in the Ruxandra Balaci's curatorial exhibition 
«Romanian artists (and not only) love Ceausescu’s Palace?!» on this occasion? How do you feel about the opportunity of founding this museum and 
about the way the institution fosters the Romanian arts at an international / national level, and about the way it keeps the artistic community up to 
date with the latest tendencies in the contemporary art? 

C.D. The inaugural exhibition of the National Museum of Contemporary Art (MNAC) had, besldes its strategic angle, a problem: the Palace of 
Ceausescu is too big a subject for the artists only to deal with it. It would take a long term, multi-disciplinary effort to bring this traumatic subject to 
a certain resolve; ¡f this will ever happen -1 don't know. 

Apart from that, I think that the founding of an institution meant to back up the contemporary art should be always saluted with enthusiasm. As far 
as the problematlc location is concerned, one should be pragmatic about it. Of course there were more common sense Solutions, but ¡n the end of 
the day that was the only offer made by the only possible sponsor at that moment (the Government). Rejection was out of the question even if for 
two reasons: 1. for the first time in post-war Romania contemporary art was given such a degree of ¡nstitutional attention; 2. for the first time the 
chance occurred to tactically Invade the ¡deological monolith of the Palace, inherited by the new political power from the oíd one and administered till 
MNAC's occurrence in the spirit of the dlctator. 

If those opportunities will be valued as they deserved, ¡t's another story. There is a lot to be done at the level of legislation for MNAC to gain financial 
autonomy; there is a lot to be done at the level of urban planning in order to put the buildlng ¡nto the city tissue. I am afraid that the sterile polemics 
around the building vs. MNAC wasted a lot of energy that could have been better spent. 

At this moment the museum is more an Information tool than a formative instance. Due to what I suspect are financial constraints, MNAC's program 
is subject to randomness and depends largely on sponsored and pre-packed exhibitions in order to survive. That is a pity really, since the maln role 
of such an institution would be to elabórate and support a critical discourse over the visual culture in modern Romanía. 

T.G. In 2004 the National Museum of Contemporary Art opened at the Parliament's Palace in Bucharest, which gave rise to polemics and debates 
wlthin the artistic community. I took part ¡n the opening selection by Ruxandra Balad; the subject was the palace ¡tself, the former Peoples 1 Flouse, 
as well as the artlsts 1 connection with ¡t. I was invited to take part in that project because ten years before, as a member of ""Euroartist Bucharest”, 

I had exhlblted plctures and installatlons in which I made use of the “house”. 

With respect to the opportunity of founding the new museum, I must say that I took the side of those embracing the ¡dea from the very beginning (I 
even offered my Services to help with the arrangements). I still believe that founding MNAC was necessary, placing ¡t wlthin the palace, -often criticised 
by many people - for economic reasons first of all, can find theoretlcal back up, given that we went through the communist dictatorship of the 
nationalist type, witnesslng or participatlng in the cult of Ceausescu's personallty. 

It ¡s less important who authorised the project (the political factor) or the party it stood for. Or at least it shouldn't be. Today, as a consequence of the 
political colour of the masterminds of this project, the rulers (the former opposition) do not attach due importance and do not glve the approprlate 
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R.N. De care dintre esteticile foto ale momentulul va simtiti mai aproplat - estética snapshot-ului, deadpan, fotografía fnscenatá, estética banalului? 
Care dintre acestea si-a cástigat mai muiti adepti ?n cadrul comunitátii artistice románesti? 

T.G. ín ceea ce priveste esteticile fotografice actúale, nu sunt adeptul uneia anume; am folosit si snapshot-ul dar si fotografía ínscenatá, am cáutat si 
banalul adeseori (inca mai colectionez fotografii fácute de amatori); poate cá unii tineri artisti au avut abordári similareínsá repet, ín arta contemporaná 
nimeni nu tráieste izolat, tóate ideile circula fárá restrictii. Libertatea e absolut necesará. 

I.K. Exista artisti remarcabili, pe careíi admir, ín tóate aceste estetici. Nu pot numi una dintre ele. Printre artistii románi cred cá estética snapshof-ului 
si estética banalului (care de multe ori se suprapun) sunt mai ráspándite. 

R.N. Deschiderea Muzeului National de Arta Contemporaná fn locatia Palatului Parlamentului, fostul Palat al lui Ceausescu, a determinat cea mai 
aprigá polémica fn rándurite comunitátii artistice románesti ?n cursul anului 2005. Ce semnificatie atribuiti participara dumneavoastrá cu aceastá ocazie 
la expozitia curatoriatá de Ruxandra Balad:«Romanian artists (and not only) love Ceausescu’s Palace?!»? Care este opinia dumneavoastra despre 
oportunitatea tnfiintárii acestui muzeu si despre felul fn care aceastá institutie asigurá promovarea artei románesti pe plan international / national si 
informarea comunitátii artistice románesti asupra ultimelor tendinte ale artei contemporane? 

C.D. Participarea mea a fost una conjuncturalá, atát Sample City cát si fotografiile incluse ín selectie fácuserá obiectul expozitiei mele Arhitectura 
Emotionalá de la Kalinderu MediaLab cu nici un an ínainte. M-a bucurat prilejul de a extinde prezentarea lorín noul spatiu al muzeului, dar dincolo de 
asta nu cred cá artistii trebuie sá aibá vreun sentiment fatá de Casa Poporului, ín orice caz nu unul colectiv. Mai cred cá obiectul respectiv depáseste 
posibilitátile - oricát de vaste - ale artei si cá revine ümii efort disciplinar concertat sarcina de a pune ín perspectiva trauma care persista ín jurul 
subiectului. 

Dincoio de asta cred cáínfiintarea unei institutii menite sá sprijine arta contemporaná este íntotdeauna oportuná si analiza felului cum s-a realizat acest 
lucru ín Románia trebuie fácutá cu pragmatism. Ar ti fost splendid sá se construiascá o cládire inovativá, íntr-o locatie bine aleasá; ar fi fost útil sá se 
recicleze o cládire existentá deja si mai integratá ín tesutul urban decát este Casa. Dar dacá singura oferta a fost cea pe care o stim, acceptarea era 
inevitabilá, datoritá mizei: era pentru prima oará cánd artei contemporane i se acorda o atentie institutionalá de o asemenea amploare; si - toarte 
important - era pentru prima datá cánd monolitul ideologic si fizic al Casei Poporului era perforat de un corp stráin. sansele de reusitá ale acestei 
operatii, ín sensul clinic al cuvántului, tin de mai muiti factori. Cred cá lipsa de súplete si polarizarea au pus atát MNAC cát si adversarii sá¡ declarati 
ín imposibilitatea de a se concentra pe strategii de modelare a acestor factori. Important era / este sá se influenteze (la nivel institutional dar si al 
opiniei) deciziile de dezvoltare urbanisticá a zonei; sá se elaboreze o strategie transparenté pe termen mediu ín ce priveste política expozitionalá; sá 
se exercite presiuni pentru obtinerea unei legislatii care sá confere autonomie economicé etc. Poate cá se tac eforturi ín acest sens, dar nu mi se pare 
cá ele se reflecté ín atmosfera din cercurile profesionale. 

Cred cá la ora actualá, asa cum a reusit sá ísi constituie strategiile de supravietuire, MNAC este o institutie de informare, si nu o institutie formativá. 
Expozitii de informare ísi pot gási locul oriunde, un discurs critic sistematic, nu poate sá aibá loe decát íntr-o institutie creatá de specialisti pentru 
specialisti. As fi vázut rolul important al MNAC ín elaborarea unui discurs critic asupra culturii vizuale románesti.. Má tem ínsá cá, din nou, problema 
imediatá e una bugetará; vorba florentinilor, fárá bani nici orbul nu cántá. 

T.G. ín 2004 s-a deschis Muzeul National de Artá Contemporaná, la Bucuresti, ín sediul Palatului Parlamentului, ceea ce a provocat polemici si 
dezbateri ín rándurile comunitátii artistice. Am participat la deschidere íntr-o selectie a Ruxandrei Balaci; subiectul era ínsusi palatul, fosta Casá a 
Poporului, ca si relatia artistilor cu acesta. Am fost invitat la acest proiect pentru cá expusesem cu zece ani ínainte, ín cadrul grupului "Euroartist 
Bucuresti”, fotografii si instalatii ín care folosisem "casa”. 

Cu privire la oportunitatea ínfiintárii noului muzeu, trebuie sá spun ca m-am plasat de la ínceput de partea celor care au salutat ¡deea (chiar mi-am 
oferit serviciile pentru a ajuta la organizare). Cred si acum cá ínfiintarea MNAC era necesará, amplasarea sa ín cadrul palatului - atát de criticatá de 
muiti -, dictatá de factorul economic ín primul ránd, ísi poate gási sustinere teoreticá, ín conditiile ín care am trecut prin dictatura comunistá de tip 
nationalist, asistánd sau participánd la cultul personalitátii ceausiste. 

Nu mai are importantá nici cine a fost autorul proiectului (factorul politic), nici ce partid a reprezentat el. Sau nu ar trebui sá aibá. Astázi, ca o consecintá 
a culorii politice a ¡nitiatorilor muzeului, guvernantii (fosta opozitie) nu acordé acestei institutii importanta si bugetul cuvenit. Totusi ea functioneazá, ín 
conditii de austeritate. Din cánd ín cánd, mai poti vedea únele expozitii stráine, selectie a curatorilor MNAC (sau oferte cultúrale avantajoase, difi 
atará?). 

Promovarea artei románesti, a artistilor románi, se pare cá e pe planul al doilea. Probabil cá nu e definitivatá íncá o strategie de abordare ori o 
clasificare multumitoare a artistilor autohtoni. Conducerea muzeului, factor subiectiv, trebuie sá-s¡ asume selectia artistilor si proiectelor pe care le 
vehiculeazá. Polemiciie din lumea artisticá au dezlántuit pasiuni violente pe tema muzeului. Existá adversan declarati ai MNAC. Majoritatea artistilor 
este nemultumitá de felui ín care functioneazá acesta. ín prezent inflamarea a trecut; cred cá artistii au ínteles, finalmente, cá nu este nevoie de o 
revolutie pentru a putea intra ín expunerea muzeului de artá contemporaná. Mai asteptám. 







budget to that institution. Yet it still functions, in conditions of austerity. Once ¡n a whíle you can see foreign exhibitions, a selection of MNAC curators 
(or rather profitable cultural offers coming from abroad?). 

Fostering Romanian art and the Romanian artist seems to be a secondary target. Perhaps a final strategy of approach or a classlfication that satlsfies 
contemporary artists haven't yet been completed. The board of the museum, whlch ¡s a subjective aspect, have to assume the selection of the artists and 
the projects they circuíate. The clashes of opinión in the mllieu of the arts have unleashed vlolent passlons regarding the museum. There are avowed 
opponents of MNAC. Most of the artists are dlssatisfied wlth the way it operates. At the moment the fervour has been appeased; I belleve the artists have 
finally come to understand that there is no need of a revolution in order to be selected for the exhibition of the museum of contemporary art. We will wait 
and see. 

I.K. From the very beglnning, l've advocated the need for such a museum to be set up in Bucharest. The location is not the most appropriate one, and its 
emergence occurred without a debate or consultaron with the artistic community. However, such a debate did exist in the early '90s. Moreover, when I 
used to work for Arta magazine, the editorial staff conducted a survey among artists: numerous questionnaires were filled ¡n, containing opinions about how 
such a museum should be and what it should contain. The museum already had a ñame: MACRO. The results of the survey were to be published in an 
issue dedlcated to the event when, for financial reasons, the magazine succumbed. 

I think we should look at the posltlve slde of things: we can consider this institution as a gift glven to Bucharest, especially to the artistic community by a 
politician, art collector and art-lover, who was at that time the Prime Minister. It's true that what he understood by "contemporary art" was actually modern 
art and, as far as l've heard, both he and his wife were displeased with the opening exhibitions. Perhaps the fact that the respective person lost the elections 
(which were held shortly after the opening of the MNAC) was ultimately to the benefit of the museum. I believe that if the museum hadn't opened when it 
did then Bucharest ultimately would not have had a museum of contemporary art many years from now. There's no denying that the interest in 
contemporary art and artists from Romanía has increased to a certain extent, thanks to this very museum, to its current location and to the controversies 
that its emergence has generated. 

I don't see a special relevance in my presence in Ruxandra Balaci's exhibition. l've also written in a text for the catalogue of the exhibition but generally this 
particular building hasn't been of a particular interest to me, with the exception of a subREAL project. It has though been the background for some of my 
pictures however never did it represent the subject of any of them. 

Referring to the curatorial program of this institution during its first two years, my opinions have more nuances. I think the role of recipient of intemational 
exhibitions has been successfully carried out up until the present day, most of these events having succeeded in keeping a high ranking. Thus the museum 
fulfils its educative purpose and contributes to the dissemination of contemporary artistic language amongst the public of Bucharest. Unfortunately, as for 
the promotion of Romanian contemporary art at home and abroad, I haven't witnessed many initiatives, or a coherent program. I think the museum should 
get more involved in the publishing of Information about Romanian art and artists. One of the major handicaps of Romanian contemporary art is the lack of 
punctual theoretical works, of case studies about Romanian artists, groups or artistic movements, assessed and placed in an intemational context. These 
materials should be translated into languages of wide circulation and distributed in the intemational network of bookshops and libraries. The museum might 
achieve this aim at least partially, through the curatorial strategy and the catalogues attached to its exhibitions. Other institutions like the Ministry of Culture 
or the Romanian Cultural Institute should probably do the rest. 

D.M. The Palace of Parliament (one of the many ñames under which it is known) is the most prominent building in Romanía, whether we like it or not. 
Selecting this location for the National Museum of Contemporary Art doesn't seem so unfortunate a choice today, a few years after its opening, as was 
initially thought by all the factions, including the board of the museum itself. The location of the MNAC stopped representing a bone of contentan as soon 
as it became obvious that all the drawbacks - distance, poor signposting, X-ray scanning of visitors and their personal belongings, the fact that although 
located within the Parliament building it is still in “the middle of nowhere” - were compensated for by what was offered inside (the artistic programme, works 
and artists); overnight the museum became the “coolest place in town”. 

The conflict itself was extremely beneficial to the Romanian art scene, serving to highlight its very existence. We also shouldn't ignore the fact that the very 
people who took the most resolute stand against the whole “business” were also those that benefited the most from it... all part of the “strategy’’ of their 
hostility. 

At the level of the institution itself, the situation remains tense for reasons such as: selecting people only from the top of the pyramid, the style of management 
and administration, the inability of representing the entire Romanian artistic spectrum, the lack of transparency, the absence of a coherent strategy. Since 
It ¡fs- still a museum “in progress”, all this should be regarded as a normal part of the “normalisation” of Romanian society; institutions from around world, far 
more prestigious than the MNAC, are also not spared these phenomena. 

The significance of my participation in the opening exhibitions had of course nothing to do with its title, which, as it happens, was badly chosen. The 
admiration, hate or disgust engendered by this building, which still operates at the level of the individual and in the “collective subconscious’’, are not 
substantiated in the artistic approach to the subject. The motive power was actually the building itself, around which all this acquired significance in 
Romanian art over the last quarter century (fortunately or unfortunately?), even if a large number of people are under the impression that things are 
completely different. My work is part of a larger project entitled DIVIDED, and its ñame Les enfants de Ceausescu et de George Soros explains more clearly 
this context and the fact that there couldn't be a more suitable exhibition space. 



I.K. Am fost de laínceput unul dintre sustinátorii necesitátii existentei unui astfel de muzeu ín Bucuresti. Locatia nu este cea mai fericitá, iar aparitia 
sa nu a fost rezultatul unei dezbateri si consultári cu comunitatea artisticá. O astfel de dezbatere a existat totusi la ínceputul anilor '90. Mai mult, pe 
vremea cánd íncá lucram la revista Arta, redactla a fácut un sondaj ín rándul artlstllor: s-au completat numeroase chestionare cu párerl referltoare la 
cum ar trebui sá fie si ce sá continá un astfel de muzeu. Muzeul avea deja un nume: MACRO. Rezultatele anchetei urmau sá apará intr-un numár de 
revista dedicat cánd, din motive financiare, revista a sucombat. 

Eu cred cá trebuie privitá partea pliná a paharului: putem considera aceastá institutie un cadou dat Bucurestiului, si mai ales comunitátii artistice, de 
cátre un politician, colectionar si iubitor de artá, ajuns prim-ministru. E drept cá ceea ce íntelegea acesta prin “artá contemporaná” era de fapt artá 
moderna si, din cáte am auzit, atát el cát si sotia sa au fost neplácut impresionati de expozitiile de la deschidere. Probabil faptul cá respectivul a 
pierdut alegerile (ce au urmat la scurt timp dupá deschiderea MNAC), a fost páná la urmá spre norocul muzeului. Convingerea mea este cá dacá 
muzeul nu s-ar ti deschis atunci, ín acea conjuncturá páná la urmá favorabilá, mut¡ ani de acum ínainte Bucurestiul nu ar fi avut un muzeu de artá 
contemporaná. Nimeni nu poate nega cá interesul pentru arta si artistii contemporani din Románia a crescut, íntr-o oarecare másurá, tocmai datoritá 
acestui muzeu, a locatiei ín care se afla si a polemicilor pe care aparitia sa le-a generat. 

Nu atribuí o semnificatie specialá participárii mele ín expozitia Ruxandrei Balaci. Dupá cum am scris si íntr-un text din catalogul expozitiei, cu exceptia 
unui proiect subREAL, cládirea respectivá nu m-a preocupat ín mod deosebit ínsá ea a apárut de mai multe ori ca fundal ín únele din fotografiile mele. 
Niciodatá ínsá nu a constituit subiectul vreuneia dintre ele. 

Referitor la programul pe care l-a avut aceastá institutie ín cei doi ani de la deschidere, am opinii mai nuantate. Cred cá functia de recipient pentru 
expozitii internationale este destul de bine índeplinitá, majoritatea acestora reusind sá tiná stacheta la un nivel ridicat. Muzeul se achitá astfel de rolul 
sáu educativ si contribuie la diseminarea limbajului artistic contemporan ín rándul publicului bucurestean. Din pácate, ín ce priveste promovarea artei 
contemporane románesti ín si ín atara tárii, nu am vázut prea multe initiative si nici un program coerent. Cred cá muzeul ar trebui sá se implice mai 
mult ín publicarea unor materiale despre artá si artistii románi. Unul dintre handicapurile artei contemporane románesti este lipsa lucrárilor teoretice 
punctuale sau de sintezá despre artisti, grupári sau cúrente artistice románesti, evalúate si sitúate íntr-un context international. Aceste publicatii ar 
trebui traduse ín limbi de circulatie si difuzate ín reteaua de librárii si biblioteci internationale. Prin strategia curatorialá si cataloagele care ínsotesc 
expozitiile, muzeul ar putea sá facá lucrul acesta, mácar partial. Alte institutii cum ar fi Ministerul Culturii sau Institutul Cultural Román ar trebui sá facá 
probabil restul. 

D.M. Palatul Parlamentului (una din múltele titulaturi cunoscute) este cea mai vizibilá cládire din Románia, chiar dacá ne place sau nu acest lucru. 
Alegerea acestui loe pentru Muzeul de Artá Contemporaná nu mai pare, la cátiva ani de la ínfiintarea lui, un fapt atát de nefast cum se afirma initial ín 
tóate taberele, inclusiv ín cea a conducerii muzeului. Locatia MNAC a íncetat a mai fi un punct de discordie de índatá ce a devenit evident cá tóate 
neajunsurile - distanta, proasta semnalizare, controlul X-ray al vizitatorilor si al obiectelor personale, faptul cá desi aflat ín cládirea parlamentului se 
gáseste totusi ín the middle ofnowhere - sunt compénsate de ceea ce se oferá ín interior (program, lucrári si artisti), muzeul devenind peste noapte 
cel mai cool place in town. 

Polémica ín sine este un lucru extrem de pozitiv pentru scena artisticá románeascá, fácánd chiar dovada existentei e¡. Nu trebuie neglijatín acelasi 
timp nici faptul cá persoanele care au contestat cel mai intens íntreaga “afacere” au profitat cel mai mult de pe urma ei, fapt ce face parte din ínsási 
“strategia” contestárii. 

La nivelul institutiei ín sine lucrurile rámán tensionate ín continuare datoritá unor factori ca: alegerea persoanelor din várful piramidei, modul de 
conducere si administrare, incapacitatea de a reprezenta íntregul spectru artistic románese, lipsa de transparenté, lipsa unei strategii coerente. Fiind 
íncá un muzeu ¡n progress, tóate acestea ar trebui sá intre ín parametrii normali pe másura “normalizárii"” societátii románesti, institutii mult mai 
prestigioase din lume nu sunt scutite de astfel de fenomene. 

Semnificatia participárii mele la expozitia inauguralá nu are legáturá, evident, cu titlul ei, extrem de nefericit de altfel. Sentimentele de admiratie, urá 
sau dezgust stárnite de aceastá cládire, ce mai functioneazá íncá la nivel individual si ín “subconstientul colectiv”, nu au fundament ín abordarea 
artisticá a subiectului. Motorul principal a fost cládirea ín sine, ín jurul cáreia graviteazá (din nefericire sau fericire?) tot ce s-a implantat semnificativ ín 
arta románeascá ín ultimul sfert de secol, chiar dacá multá lume tráieste cu iluzia cá lucrurile stau cu totul altfel. Lucrarea mea face parte dintr-un 
proiect mai vast intitulat DIVIDED, titlul ei, Les enfants de Ceausescu et de George Soros, explicá mai bine contextul si faptul cá un loe mai adecvat 
de expunere nu poate exista. 
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Interview with Cálin Dan 


Raluca Néstor: Taking into consideration that you were the curator for some of the most remarkable events promoting the new technologies in the 
’90s ('93 - «Ex Oriente Lux», '94 - «010101...») and that you've witnessed the shock of the new media upon the Romanian art, how do you 
acknowledge the relation between the Romanian contemporary artists and these media at the turn of the third millennium? 

Cálin Dan: I don't think there ever was a shock of the new media in Romanía; the shock either destroys, or transforms, whereas with respect to the 
media regarded as “new” in the '90s, the Romanian culture took its own course, a primarily traditional one in my view. Statistically, the local culture 
continúes to be the culture of the traditional media, where the public has a propensity for painting, a culture where the control over public opinión is 
still held by the means of expression and thinking patterns of the previous century. Still, the new media have been absorbed by certain circles and 
have become operational tools. 

Ex Oriente Lux was a highly successful exhibition, if I were to think that more and more artists started working with the video on a regular basis after 
that event. Nevertheless, I wouldn't be that naíve in thinking that it was on account of the exhibition that things development in such way. We probably 
hastened an effort of synchronization that could already be felt, but fortunately, I don't think we changed the natural course of things. 

In the exhibition 010101... I was like Monsieur Jourdain who made prose without knowing - by just speaking, as I was promoting relational art while 
totally unaware that such a thing was already out there. My ambition, though idealistic, was to urge the artists towards the sphere of the social and 
implicitly question their choices of language and their structures of thought. The project itself was interesting and it is no mere accident that one of 
my favourite films, RA, deais with it. On the other hand, the exhibitions didn't echo in the work methods and conceptual ambitions of the artistic 
community (not even in the case of the participants), unlike in the case of Ex Oriente... Relational art doesn't represent a domain of interest in Romanía 
even if compared with photography or video. Of course things have changed a little lately, as professional discourses have emerged in this respect 
(Bejenaru, Croitoru, Nanea a. o.), however I don't believe they were essentially influenced by 010101..., but rather by the tendencies manifest on the 
International scenes. Where, I must add, relational art has gained a tiresome high ranking. 

R.N. Please give some more details on the movie that you've mentioned: «Ra»... 

C.D. RA developed from my ambition of turning 010101... into a process and not an exhibition. According to a preliminary agreement, the artists 
enjoyed the financial and logistic aid of the International Centre of Contemporary Art in order to carry out their activities in contingent and marginal 
spheres; the projeets were to be assessed in their framework and presented to the public there. Thus whoever worked with the Rroma community 
in a village in Transylvania had to produce a work there, for the local audience; whoever worked with the workers in a bankrupt factory in Oradea did 
the same. The only unifying feature between these projeets and the public of Bucharest was a documentary I made along with a multimedia installation 
designed together with a team of experts. The event at the Romanian Peasant's Museum was an overlapping of informational layers sorted out by 
means of the media, where the artist's discourse didn't appear directly. Out of the initial 17 projeets, I kept for the autonomous film versión the 9 
which I thought to be the most representative both artistically and socially. The film endures almost disquietingly even today, not only due to its 
retrospective assets, but also because of some active elements; 12 years following those particular events, the Bucharest in losif Király's project or 
the villages of impoverished Rroma in Marcel Bunea's project are still out there, proving that the real Romania still works according to other dynamics 
than the ones we perceive on the surface. 

The film (awarded with the Bonn Videonale's prize in 2001) was successful not only because of the social uncommon it puts forward, but rather due 
to the fact that it deais with a contingent society, constantly placing between it and the onlookers the strange figure of an artist - a troublesome 
character, sometimes accidentally amusing, who always opens an unexpected perspective on the matters at hand. 

R.N. Was the Aesthetics of Poverty that characterized the implementation and practice of new media and new technologies during the '80-'90s 
determined by the precarious life-styles and the conceptual isolation of Romania, or were there also other motivations involved? 

C.D. When I wrote the text you are mentioning (published in the catalogue of the exhibition Experiment, Bucharest 2006) I was disturbed by the 
informational and technological crisis that Romania was faced with for so many decades. Today however, judging from a wider context, I realize that 
there had been some advantages there to acknowledge, in the sense that the fewer means, the better. If you are constrained by social, political, 
economic or religious circumstances, you have the chance of overcoming hindrances and it's a lot easier to take on a direction. I don't want to idealize 
the period of the '70-'80s, which was at least dismal at the individual level for millions of people, yet I want to State that it is easier for an artist to work 
in an unfriendly context, the most difficult moment in this profession (and for the human condition as well) being when one is faced with a choice. 
When everything is possible, it is very hard to come up with the right attitude and to obtain that on-the-edge discourse you need to deliver to your 
public. Therefore I can say now that the poverty of means was to the benefit of the generations operating at that time, which had no trouble in forming 
a distinct identity and (very important) connecting conceptually with the international scenes. The drama carne about in the 90s when, though the 
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Interviú cu Cálin Dan 


R.N. Avánd ín vedere cá ati fost curatorul unora dintre cele mai semnificative evenimente expozitionale de promovare a noilor tehnologii ín anii '90 ('93 
«Ex Oriente Lux», '94 «010101...») si ati fost martorul socului noilor medii asupra artei románesti cum apreciafi evolufia reiatiei artistului román 
contemporan cu aceste medii la fnceputul mileniului trei? 

C.D. Nu cred cá a existat un soc al noilor media; socul ori distruge, ori transforma, pe cánd ín relatie cu mediile considérate “noi” ín anii '90 cultura 
románeascá si-a vázut de drumul ei, un drum dupá párerea mea predominant tradicional. La nivel statistic, cultura din Romanía esteín continuare o 
culturá a mediilor traditionale, unde publicul iubeste cu precádere pictura, o cultura ín care controlul opiniei íl detin íncá mijloace de exprimare si tipare 
de gandiré care apartin secolului trecut. Mediile noi au fost absorbite ín anumite cercuri si au devenit cu timpul medii conventionale de operare. 

Ex Oriente Lux a fost o expozitie de mare succes, dacá má gándesc cá dupá acel eveniment tot mai multi artisti au ínceput sá lucreze ín mod curent 
cu video. Pe de altá parte nu as f¡ atát de naivíncát sá cred cá datoritá acelei expozitíí lucrurile au evoluat astfel. Probabil cá am accelerat un efort 
disperat de sincronizare care se fácea simtit oricum, ínsá nu cred cá am schimbat, din fericire, cursul firesc al lucrurilor. 

ín expozitia 010101... am fost ca Monsieur Jourdain, fáceam artá relationalá fárá sá fi stiut la ora aceea cá existá asa ceva. Ambitia mea, nerealistá 
cred, a fost sá íi fortez pe artisti cátre zona socialului, si implicit sa le pun sub semnul íntrebárii optiunile de limbaj si structurile de gándire. Proiectul 
ín sine a fost interesant si nu íntámplátor unul dintre fílmele mele la care tin, RA, se ocupá de el. Pe de altá parte, expozitia nu a reverberat ín cámpul 
de preocupári si procedee al comunitátii artistice (nici mácarín cazul participantilor), cum s-aíntámplat cu Ex Oriente... Arta relationalá nu constituie, 
nici chiar ín comparatie cu fotografía sau video-ul, un sector de importantá ín Romanía. Desigur lucrurile s-au mai schimbat ín ultima vreme, au apárut 
discursuri profesionalízate ín acest sens (Bejenaru, Croitoru, Nancá etc.) care ínsá nu cred cá au fost ¡nfluentate neapárat de 01010... ci de ceea ce 
seíntámplá pe plan international. Unde, trebuie sá adaug, arta relationalá a cápátatín ultimul deceniu o pozitie dominantá obositoare. 

R.N. Dati cáteva amánunte despre filmul pe care i-ati pomenit: «Ra». 

C.D. RA s-a náscut din ambitia mea de a face din 010101... un proces si nu o expozitie. Conform unei íntelegeri prealabile, artistii se bucurau de 
suportul financiar si logistic al Centrului International de Artá Contemporaná pentru a lucra ín zone problematice si margínale, proiectele urmánd sá 
fie valorificate ín perimetrul de lucru si adresate publicului de acolo. Deci cine a lucrat cu populatia rromá a unui sat transilvánean trebuia sá aibá o 
lucrare acolo, cu asta proiectul íncheindu-se; cine a lucrat cu muncitorii dintr-o fabricá falimentará din Oradea - la fel. Singura trásáturá de uniré íntre 
aceste proiecte si publicul din Bucuresti era un documentar fácut de mine si o instalatie multimedia realizatá cu o echipá de specialisti. Evenimentul 
de la Muzeul Táranului Román era deci o suprapunere de straturi informationale fíltrate mediatic, ín care discursul artistului nu apárea nemijlocit. Din 
cele 18 sau 19 proiecte am retinut pentru versiunea filmicá autonomá doar 9, care mi s-au párut mai reprezentative atát din punctul de vedere artistic, 
cát si - mai cu seamá - din cel social. F|^i| rezlstá ín mod aproape íngrijorátor si azi, nu numai datoritá unor calitáti retrospective cát si datoritá unor 
elemente íncá active; dupá 12 ani de la evenimentele cu pricina, Bucurestiul asa cum era filmat ín proiectul lui losif Király sau satele de tigani pauperi 
din proiectul lui Marcel Bunea sunt ín continuare prezente, ceea ce dovedeste cá Románia profundá functioneazá dupá alti timpi decát cei perceputi 
de noi la suprafatá. 

Filmul (distins cu premiul Videonale Bonn ín 2001) a avut cred succes nu atát datoritá insolitului social cát datoritá faptului cá priveste cátre o societate 
problematicá, punánd ín permanentá íntre privitori si aceasta figura insolitá a unui artist - personaj incomod, problematic, care deschide o perspectiva 
neasteptatá si uneori involuntar amuzantá. 

R.N. Estética sáráciei practicatá Íntre anii '80- '90 ín Románia privitor la noile medii si implementarea noilor tehnologii a fost determinatá fn exclusivitate 
de conditiile precaritátii vietii si a izolárii conceptúale ori a existat si o motivafie estética? 

C.D. Cánd am scris textul la care te referí (Catalogul expozitiei Experiment, 2006) eram frustrat de eriza informationalá si tehnologicá ín care s-a aflat 
Románia timp de atátea decenii. Acum ínsá, gándind íntr-un context mai larg, ími dau seama cá au existat acolo anumite avantaje, ín sensul cá 
mijloacele mai putíne te ajutá. Dacá esti constráns de ímprejurári sociale, politice, economice, religioase, ai sansa unor bariere cu care te poti rázboi 
si ti-e mult mai usor sá íti gásesti o directie. Nu vreau sá idealizez perioada anilor '70-'80, penibilá cel putin pe plan personal pentru milioane de 
oameni, vreau doar sá spun cá este mai usor sá operezi ca artist íntr-un context advers, cel mai difícil ín aceastá meserie (dar si ín conditia umaná) 
fiind momentul alegerií. Cánd totul este posibil e extrem de greu sá gásesti tonul just si sá obtii acel discurs táios de care e nevoie pentru a aduce 
ceva nou publicului táu. Páná la urmá poverismul productiei artistice a anilor '70 a fost benefic pentru generatlile care au operat atunci si care ín acest 
fel si-au gásit mai lesne o identitate distinctá si (foarte important) aproape sincroná cu ce seíntámplaín lume. ín mod tipie drama a survenit mai tárziu, 
cánd desi s-a deschis usa cátre infinite posibilitáti, foarte putini au reusit sá treacá prin ea mai departe. Dintre artistii activi ín anii '70-'80 ín Románia 
doar cátiva au supravietuit páná azi, si acelora nu pot decát sá le admir longevitatea si perseverenta, deoarece nu cred cá e cu nlmic mai simplu sá 
fii artist acum decát era atunci. E, cred eu, la fel de complicat dar din alte motive. 
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door had been open to (apparently) endless possibilities, very few managed to walk through ¡t. Only some of the artists who were active in the '70s- 
'80s have survived up to this day, and I cannot but admire their endurance and determination, since I think that nowadays it isn't easier to be an artist 
than it was at that time. The way I see it, ít is as difflcult now as it was then, yet for other reasons. 

R.N. What made you give up the status of theoretician in favour of being an artist? 

C.D. I've never been a theoretician, really. I used theory only when the subject I had to write about was boring. Between 1976 and 1990, too long a 
period, I was a disciplined soldier who wrote about the visual arts in Romanía for various outlets. The topic was hardly ever interesting, but the activity 
was, at least for me, much more entertaining than other alternative (the history of Romanian art, be it ancient or modern); at least I had the opportunity 
of working with living people. 

After 1990, I wrote mainly for the readership abroad, where I felt the feasibility of the Romanian visual culture had to be tested. But I quickly got to 
realize that neither the status of writer about Romanian art, neither the one of Romanian curator was to offer me satisfaction in the long run, due to 
some constraints that were holding back both me and the particular topic. The artistic career I was developing alternatively offered me at least the 
benefit of a relative autonomy, as I was to make the choices, and to take on responsibility for any failure. Thus it wasn't too difficult for me to decide 
what path to take. There followed a series of favourable professional concurrences, the opportunity to artist-in-residence in Berlín and elsewhere, my 
moving to Holland - all that changed the situation radically. 

R.N. How can you account for the halt to the publishing of the «Arta» magazine which you ran in the early '90s? What was the deciding factor? 

C.D. The Arta magazine disappeared due to a historical necessity. Publications on visual arts are anyway a contingent matter which I think is related 
to a kind of discursive culture on the verge of extinction. The magazines that managed to outlive the complicated '90s (that were not complicated in 
the case of Romanía only, as we might remember) have developed different strategies from the ones applying ten or twenty years ago. And the most 
successful ones are aiming at becoming cultural institutions transgressing the domain of the visual arts, and more significante, transgressing the print 
médium. 

Arta was a dinosaur bom in 1953 that has been serving for almost 40 years a closed structure - the artistic community in Romanía, namely the 
producer, financer and - hypothetically speaking - the consumer of this product. Due to this limited Circuit, it was almost impossible to draw the 
publication out of the context where it first originated and which was still trying to withhold it, out of inedia if not interest. And hard as we, a group of 
enthusiasts, might have tried it in the early '90s the drawing out couldn't be operated. It was a good thing in the end that, using violence for their petty 
purposes, UAP (an organization inherited from the Stalinist period, surviving to this day) and the Ministry of Culture worked together to make the 
publication disappear. The immediate reasons are now much less interesting than the wider logic of the moment: there was no reason left for the 
magazine to exit any more, since it had no public and no purpose. The Romanian ari at the beginning of the '90s was animated by a couple of dozen 
people conducting interesting works and who could communicate with each other and with their public (hardly a few in those troubled times) on the 
phone, with no need of a magazine for that matter. 

When highlighting some major trends from the past decades (an objective we tried to meet within the same group of enthusiastic editors), we 
encountered another irreversible reality that hasn't changed too much in the meanwhile: the absence of skilled writers, qualified in the visual 
phenomenon. Within this constellation of factors the deciding one is of no ¡mpodance any more: the way I recall it, the UAP torced us out of the last 
office in order to put it to the use of a painter. 

What's relevant for the small history of the '90s is the fact that this theatrical ending marked the beginning of a sustained international career for 
subREAL. When the UAP's employees carne to retrieve the “¡nventory” from the editorial office, we were flabbergasted to realize that the hundreds 
kilograms of photos making up the magazine's collection didn't belong to anyone, therefore we were advised to throw it all away. 

But we decided to do something else: Mihai Oroveanu helped us, supplying a truck and some workers in order to carry the boxes to the studio I was 
then sharing with losif Király. From there the Art History Archive project was travelling to be developed at Künstlerhaus Bethanien, and what followed 
is history... 

R. N. What determined you to create the latest versión of the character of Pacata (sort of local buffoon, comparable to Tijl Uilenspiegel from the Flemish 
/ Germán literatures) in «Sample City», on show at the National Museum of Contemporary Art towards the end of 2005? What is its significance in 
the background of post-communist Romania, and why do you label this character as "migrating architecture"? 

C.D. The character in Sample City belongs to a prívate area of my biography, he is a mediator between me and the city of Bucharest on the one 
hand, and between me and the people to whom I wanted to tell a couple of things about this city, on the other. Bucharest, the way it was shot in 
2003, is the product of the post-communist regime to a certain extent, but also the result of a much older historical process. It is a city whose location 
is a historical ludicrousness that generated an endless string of demolitions and restorations (either determined by the social-political factor, or naturally 
caused). The '70-'80s brought about the ultímate coronation of this process: the violent destruction of the historical centre and the construction of 
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R.N. Ce v-a determinat sá schimbati conditia teoreticianului pe cea a artistului? 


C.D. Eu nu am fost niciodatá un teoretician, m-am folosit de teorie atunci cánd má plictisea subiectul despre care trebuia sá scriu. Am fost un soldat 
disciplinat care a scris despre artele vizuale din Románia Tntre 1976 si 1990, o perioadá prea lungá. Subiectul nu era decát ín rarisime ocazii interesant 
dar activitatea era, pentru mine cel putin, mai amuzantá decát alternativele (istoria artei románesti, vechi sau moderne); aveam cel putin avantajul de 
a opera cu oameni vii. 

Din '90, chiar dacá am scris despre arta din Románia, am fácut-o numai pentru publicul din stráinátate, unde simteam cá trebuie verificatá viabilitatea 
culturii vizuale din tará. Am realizat Tnsá repede cá nici pozitia de scriitor despre arta din Románia, nici cea de promotor / curator al acesteia prin 
¡ntermediul expozitiilor tematice sau conjuncturale nu sunt sortite sá ími aducá o satisfactie pe termen lung, din cauza unor limitári care má caracterizau 
deopotrivá pe mine si subiectul ín cauza. Cariera artisticá pe care o continuam ín paralel oferea cel putin avantajul unei autonomii relative, optiunile 
erau ale mele, esecurile má priveau. Deci nu mi-a fost greu sá decid cá asta e calea de urmat. Au fost apoi si o serie de coincidente profesionale 
favorabile, posibilitatea de a lucra ín rezidente la Berlin si aiurea, plecarea mea ín Olanda; tóate astea schimbánd fundamental lucrurile. 

R.N. Cum va explicad fncetarea editárii revistei «Arta» la conducerea careia va aflati la fnceputul anilor '90? Cine a fost factorul de decae? 

C.D. Revista Arta a dispárut dintr-o necesítate istoricá. Publicadle despre artele vizuale sunt oricum un produs problematic si care cred cá tiñe de un 
tip de culturá discursivá pe cale de disparitie. Revístele care au supravietuit diverselor socuri din anii '90 (care nu au fost complicati doarín Románia, 
nu?) au strategii diferite fatá de cele de acum zece, douázeci de ani, cele mai interesante cáutánd sá deviná institutii de culturá care transgreseazá 
domeniul artelor vizuale, mai important, care transgreseazá mediul tiparului. 

Revista Arta era un dinozaur náscut ín 1953 si care a servit íncá páná ín 1993 o structurá osificatá - comunitatea artisticá din Románia, care era 
producátorul, finantatorul si - ipotetic - consumatorul acestui produs. Datoritá unei traiectorii atát de limitative era aproape imposibil de extras acea 
publicatie din contextul care o produsese si care cáuta sá o tiná captivá ín continuare, din inertie dacá nu din interes. si oricát ne-am stráduit noi, un 
grup de entuziasti, íntre anii '90 - '93, practic acea extragere nu s-a putut opera. Páná la urmá mi s-a párut o binefacere faptul cáín mod brutal, si 
din motive de interes meschin, UAP si Ministerul Culturii au colaborat la disparitia acestei publicatii. Motívele ¡medíate sunt neinteresante fatá de lógica 
mai largá a momentului: aceastá revistá nu-si mai gásea rostul de a exista, nu avea un public si nu avea un obiect. Arta románeascá laínceputul anilor 
'90 era dinamizatá de cáteva zeci de persoane care produceau lucrári interesante, si care puteau comunica íntre ele si cu publicul lor (deloe números 
ín acea perioadá tulbure) la telefon, neavánd nevoie de o revistá pentru asta. 

Valorificarea momentelor importante din deceniile precedente (o necesítate pe care am íncercat sá o acoperim ín acelasi inten/al de entuziasm) se 
lovea de o altá realitate inconturnabilá si care nu s-a alterat preaifp§t íntre timp: lipsa unei clase competente de scriitori avizati despre fenomenul 
vizual. ín aceastá constelare factorul de decizie nici nu mai conteazá atát de mult, din cáte ími amintesc UAP a expulzat revista din ultimul sáu sediu 
pentru a-l da unui pictor spre folosintá. 

Relevant pentru mica istorie a anilor '90 este faptul cá acest final dramatic a marcat ínceputul unei cariere internationale sustinute pentru subREAL. 
Cánd functionarii UAP au venit sáísi recupereze “inventarul” din redactie, am constatat cu stupoare cá sutele de kilograme de fotografii care alcátuiau 
colectia revistei nu apartineau nimánui, drept care am fost sfátuiti sá le aruncám. Noi am decís altfel, Mihai Oroveanu ne-a ajutat cu un camión si niste 
muncitori sá ducem cutiile la atelierul pe care losif Király si cu mine íl ímpárteam atunci undeva pe lángá Piafa Amzei, a urmat proiectul Art History 
Archive dezvoltat la Künstlerhaus Bethanien, apoi se stie .... 

R.N. Ce v-a condus la elaborarea personajului Pacala de tip recent din proiectul «Sample City» expus la Muzeul National de Arta Contemporaná la 
finele lui 2005? Care este semnificafia sa tn contextul Romániei postdecembriste si de ce il numiti arhitecturá migratoare? 

C.D. Personajul din Sample City apartine unei zone intime a biografiei mele, el intermediazá íntre mine si orasul Bucuresti pe de o parte, íntre mine si 
oamenii cárora vreau sá le spun ceva despre acest oras, pe de alta. Bucurestiul, asa cum l-am filmat ín 2003 e íntr-o oarecare másurá produsul 
perioadei de dupá decembrie '89 dar este si produsul unei istorii mult mai vechi. E un oras al cárui amplasament e o aberatie istoricá ce a generat 
un sircontinuu de demolári si refaceri (fie determínate socio-politic, fie declansate natural). Anii 70 - '80 au adus íncununarea acestui proces absurd. 
Distrugerea brutalá a centrului vechi, ridicarea cládirii aceleia incredibile au eternizat íntr-un fel personalitatea problematicá a Bucurestiului. Deci 
caracterul care deambulezá prin oras cu usa ín spinare apartine unei filiatii índelungate si are mult mai putin de-a face cu perioada postdecembristá, 
exceptie fácánd faptul cá aceastá perioadá nu a fácut la rándul ei decát sá confirme problemele orasului si nu sá le usureze, sá le vindece. 

R.N. De ce ati ales print-uri de mari dimensiuni pentru seria «Sample City»? 

C.D. Pentru mine fotografía este un instrument de lucru, prin care ími fixez ideile, care má ajutá sá explorez contexte noi. Desi caut sá ími impun pe 
cát posibil o disciplina conceptúala ín felul cum folosesc aparatul de fotografiat, asta nu má duce neapárat cátre o finalitate obiectualá. Nu prívese 
fotografía ca pe un produs finit, si probabil de aceea caut modalitáti alternative de expunere. Cánd lucram la expozitia personalá de la Kalinderu 
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that amazing building (Casa Poporului) have somehow reinforced Bucharest's contingent nature. Therefore the character who wanders the streets 
with the door on his back ¡s the descendant of a tradition going back for centuries and ¡s less related to the post-communist era, except the fact that 
this era did nothing but contribute its share to underpin the problems of the city instead of easing and solving them. 

R.N. Why did you choose large-scale prínts for the «Sample City» series? 

C.D. For me photography is a working tool, by means of which I shape my ideas and explore new situations. Though I aim towards a self imposed 
conceptual discipline in the way I use the photo-camera, that doesn't necessarily lead me to an objective outcome. I don't regard photography as a 
fínite product, and that is probably why I am constantly looking for alternative means of representation and display. While preparing my solo show at 
Kalinderu MediaLab I was challenged by what was at that time the beginning of a far-fetched process of scrawling ad banners on the fagades of 
Bucharest. It was fun to use the same language in order to return to the city an image of itself that has nothing to do with the inflated optimism of 
advertisement, but depicts an anti-propagandistic reality. 

R.N. What can you say about «Happy Doomsday!» The project made in association with V2_Lab? Is it about an Interactive game, a war machine, a 
metaphor carrying artistic, historie, and scientific or pop art connotation, or are we faced with playing a Computer game? 

C.D. Happy Doomsday! is a neo-baroque project I would say, therefore it was designed to inelude all these possibilities from the very beginning. I 
now feel very detached from that project. In my opinión, the digital art and the phenomenon of interactivity are encompassed in the last decade of 
the past century. Today the digital art has been marginalized by a society oriented towards consumerism, whose major strategies are the storage and 
fast circulation of data as goods to such extent, that it is quite hard for me to predict the capacity of these media to regain autonomy by means of 
the artistic discourse. I don't think that the net-art or the interactive installations of the '90s are still vindicated today, ontologically speaking, the 
zeitgeist is changed. The non-linear media became instruments used mainly for video editing, for musió production, for generating a flash-page, they 
are toolkits of our daily trade. The aesthetic autonomy of the digital media, apparently legitimized during the previous decade, was (perhaps still 
apparently) cancelled due to the changes over the last years. 

R.N. «Monuments and Ruins» (first presented at "Galería Noua” in March-April 2006 within the solo exhibition Something oíd, something new, 
something borrowed and something blue) is an ironic look upon the surrealist-ridiculous relationship between consumerist producís like black beans, 
spaghetti, wine, beer, and the ñames displayed on their labels, corresponding to celebrities from the domain of art or politics. Can you identify a 
connection with subREAL projeets built around Romanian traditional food producís («The Food Store», «Draculaland»)? 

C.D. A parallel is possible to draw of course, as it is all about what people buy in order to eat, after all. But I think there is a long way from The Food 
Store to Monuments and Ruins, along with a change of perspective. When we made The Food Store in 1990 I personally hadn't had yet the revelation 
of the supermarket as institution. Therefore, when I look back, the installation and the event were a naíve attempt (easy to assimilate as nostalgia) of 
saying “farewell!” to a tyrannical past which we abandoned without imagining what the future had in store for us - that oppressive machinery of the 
malí, which has become the predominant “culture” in the meanwhile. The poor means of expression in The Food Store where highly politicized, 
whereas Monuments and Ruins contains a blasé ironic tone towards phenomena that have progressively become part of our superficial hedonistic 
nature: branding and marketing in particular. 

R.N. Can you demystify what was the new, the oíd and what did you borrowed in the case of the exhibition at “Galería Noua’’ mentioned above? 

C.D. The elements I was operating with were oíd: the video material was produced between 1991 and 2000, with an analogue video camera HI8, 
which actually l've stopped using ever since; the produets photographed for Monuments and Ruins were collected in time, starting with 1995 when 
I moved to Holland and began to wander around stores as if they were some outlandish museums. I was fascinated and intrigued at the same time; 

I would spend hours shuffling through the shelves, reading labels, dreaming of people, places, events. It was a brave new world for me, with its 
particular convolution. 

Corning back to the title of the exhibition, new was - at least for me - the way in which I contextualized these elements. Borrowed were the two sofas 
taken from the Odeon theatre for lounging the audience of the two movies - Pas (de deux) and Jukebox... 



MediaLab am fost provocat de ceea ce era atunci doar ínceputul unui proces de lábártare desántatá a reclamelor pe fatadele din Bucuresti. Mi s-a 
párut amuzant sá folosesc acelasi limbaj pentru a-i returna orasului o imagine despre sine care nu are nimic de-a face cu publicitatea triumfátoare, ci 
vorbeste despre o realitate antipublicitará. 

R.N. Ce putefi spune despre proiectul «Happy Doomsday!» realizat ín colaborare cu V2_Lab? Este vorba despre un joc interactiv, o masiná de rázboi, 
o metáfora cu incárcáturá artística, istoricá, stiintificá sau pop, orí ne aflám in tata unui joc de-a jocul? 

C.D. Happy Doomsday! este un proiect neo-baroc, as zice, drept care el includea ín mod deliberat si de la ínceput tóate aceste posibilitáti. Má simt 
toarte departe de acel proiect acum. Arta digitalá, fenomenul interactivitátii apartin, cel putin din punctul meu de vedere, ultimului deceniu al secolului 
trecut. ín momentul de fatá cultura digitalá este atát de asimilatá civilizatiei momentului, orientatá spre consum, spre stocarea si vehicuiarea rapidá a 
informatiei si a bunurilor, Tncát mi-a destul de greu sá vád, cel putin acum, capacitatea acestor medii de a se autonomiza ín discurs artistic. Nu mi se 
pare cá net art-a sau instalatia interactivá din anii '90 ísi mai gásesc justificarea ontologicá acum si nu mi se pare cá mai existá, ca atunci, locuri si / 
sau grupuri care produc lucruri interesante ín suport digital. Mediile non-liniare au rámas niste instrumente pe care le folosim cánd editám video, cánd 
facem muzicá, cánd generám o pagináín flash, sunt lucruri pe care le tinem ín sertar si cu care iesim, ca si cu trusa de scule, ca sá construim altceva. 
Autonomía esteticá a mediilor digitale, validatá aparent ín deceniul trecut, a fost (poate tot aparent) invalidatá de evolutiile din ultimii ani. 

R.N. Putefi identifica ín lucrarea «Monuments and Ruins» (o privire irónica asupra legáturii suprarealist-ridicole dintre produsele consumiste si numele 
exhibate de etichetele lor, corespunzátoare unor celebritáfi din arta sau politicé), pe care ati prezentat-o la Galería Nouá ín períoada martie-aprilie 2006 
ín cadrul proiectului Something oíd, something new, something borrowed and something blue, o conexiune cu proiecte subReal ca «Alimentara», 
«Draculaland», construite ín jurul produselor tradifionale románesti? 

C.D. Sigur, paralele se pot face, páná la urmá e vorba despre ceea ce cumpárá omul ca sá mánánce. Dar cred cá de la Alimentara la Monuments 
and Ruins este un drum lung si o modificare de perceptie. ín 1990 cánd am fácut Alimentara nu avusesem íncá revelatia supermarket-utii, De aceea, 
la o privire retrospectiva, instalatia si evenimentul sunt pentru mine o íncercare naivá (lesne de asimilat nostalgiei) de a spune “adió!” unui trecut opresiv 
de care ne despárteam fárá sá ne putem imagina viitorul - acea masinárie abrutizantá a mall-ului, devenit íntre tímp “cultura” dominantá. Mijloacele 
sárace din Alimentara erau acut politízate, ín timp ce Monuments and Ruins contine o ironie resemnatá fatá de fenomene care s-au asimilat insidios 
naturii noastre superficial hedoniste: ín spetá brandingul si marketingul. 

R.N. Putefi sá ne desconspirati care era noul, vechiul, si ce ati ímprumutat in cadrul proiectului de la Galería Nouá amintit mai sus? 

C.D. Vechi erau elementele cu care operam: materialul video a fost produs íntre 1991 si 2000, cu o camerá video analogá HI8, pe care de altfel nu 
o mai folosesc; produsele fotografíate pentru Monuments and Ruins au fost coléctate ín timp, íncepánd din 1995 cánd m-am mutat ín Olanda si am 
ínceput sá má plimb prin magazine ca prin niste muzee ale derizoriului. Eram fascinat si intrigat ín acelasi timp, petreceam ore prlntre rafturi, citind 
etichete. O lume absolut nouá pentru mine, cu o complexitate numai a e¡. 

íntorcándu-má la titlul expozitei, nou era - sper - modul ín care contextualizam aceste elemente, lar de ímprumut erau canapelele luate de la teatrul 
Odeon si pe care státeau spectatorii celor douá filme - Pas (de deux) si respectiv Jukebox... 
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Interview with Teodor Graur 


Raluca Néstor: By the end of the '80s you ¡nitiated actions based on the typology of cultivating the muscles to the detriment of the intellect. It was 
about the new man, ihdoctrinated with clichés, a product of communism. Might this typology be topical in the case of the recent man as well, in a 
Romanía going through a permanent transition towards a hypothetical integration, with heroes like Becali, Hagi and the “manele” singers? 

Teodor Graur: In the '80s I made performances related to the communist regime under which we were living ( Europia, The Sports Complex). The 
typology of the physical culture to the detriment of the splrit, as ¡t appears ¡n the work The Sports Complex (1987), is representare for the communist 
ideology, "the new man” belng a product of the system. Today we have stars and VIPs: Parllament Members, politicians, people from the world of 
football and televisión stars. The oíd "new man” was a cliché, a theoretical scheme; the ones living nowadays are real: they are successful people like 
Glgl Becali (he has a double standing - Parliament and football). For the artists, there is still a lot of work to be done. 

R.N. In your work you used icon-like objects - five-cornered stars, shabby blankets, pages of daily newspapers. What is the significance they carry 
within the installations you made? 

T.G. I've made use of the installation, as my favourite médium, in many of my projects. Various Ítems were used more often than not: objects, 
palntlngs, pictures, ready-mades... They dldn't carry a certain significance ¡ndependently, but introduced a personal, Romanian, totalitarian, Eastern, 
European, Balkan unlverse as a whole. 

R.N. Did the experience you gained while you were on the teaching staff of the Bucharest National University of Fine Arts determine the experiments 
in the year 2000 regarding what certain critics of the time called: introducing a new aesthetics of anti-photography? 

T.G. Here is some ¡nformation on my activity within the Bucharest National University of Fine Arts: I initially had a short period of probatlon (1991 - 
1992) with the Design Department, where I had been invlted by Ion Bitzan, who was the head of the Department. I did everythlng that could be done 
at that time as a first year assistant lecturer. Even at that time I would have conversations with the students of the University, trying to make them 
understand the domain for which they were trained. After a short break, I returned ¡ni998 to the University delivering an alternative course of 
contemporary art (consisting of workshops and debates), which was optional for students from all departments. The relation (of cooperation) with the 
academy lasted for about two years. The Street projects ( The Fountain and Food For Art/ Art For Food) or the protest projects ( Fine arts- Visual Arts) 
go back to that period; the ¡deas originated in the fact that the university didn't give us the mínimum support - not even the possibility of using a place 
on the university premises. Pictures were taken and video shootings were made; they were but mere means of documenting the action, which 
represented the work itself. Whatever was saved remained in the stage of "footage” (raw material) or dispersed images. We didn't aim at introducing 
a new aesthetics of photography, or at introducing “anti-photography". In 1999 I wanted to publish the book STUDI0498 - a Project (the ñame of the 
class I was working with); I had the entire necessary material ready, consisting of texts and images for a catalogue. It was never released, due to loss 
of funding just before the deadline. It would have completed the project. 

R.N. The project «Speaking to Europe» brought up the historical drama of the countries in Eastern Europe, isolated and abandoned for half a century. 
What was your approach to this project and its motivation? 

T.G. Speaking to Europe put forward the historical drama of the countries in Eastern Europe, isolated and abandoned for half a century. Flowever I 
carne to realize that, shortly after 1990, the isolation had been maintained and nothing of what we were all expecting had ever happened. Instead of 
landing directly in the Western paradise, we entered an endless and difficult process of transition (we had to leam this), under the rule of “leftist” leaders 
and political parties. Western countries contributed to this situation, biding their time and being passive, preferring to wait rather than risking to act. I 
thought about that when I conceived Speaking to Europe. It's a voice that sends signáis without receiving any response. The work was included in 
the “East” festival held by lleana Pintilie in Timisoara in 1993. The following year we performed it in Wuppertal, on the occasion of “The Days of 
Romanian Culture” (a project by Mircea Florian); there was also a third time, a few years later, at the Fungarían Centre in Bucharest, in the versión 
More Speaking to Europe. 

R.N. What can you divulge about your project«La Nave Romanía»? It is true that you chose to approach the topic of immigration from the ironically 
resigned position of the sedentary seafarer? 

T.G. At BV 47 (Venice, 1997) the Romanian curators (Dan Háulicá, Coriolan Babeti, Adrián Gutá) suggested the theme of navigation - drawing on one 
of Babeti's texts, and we carne up with the La Nave Romanía project. The text I conceived was about navigation and Romanian people in general. 





Interviú cu Teodor Graur 


R.N. La sfársitul anilor '80 ati realizat acfiuni bazate pe tipología cultivárii muschilor tn detrimentul capacitápi intetectuate. Era vorba despre omul nou, 
indoctrinat de clisee, produs al comunismului. Nu cumva aceeasi tipologie tsi dovedeste actualitatea si tn cazul omului recent al unei Románii aflate tn 
perpetua tranzitie catre o ipoteticá Integrare, ai carui eroi sunt Becali, Hagi si cántárefii de manele? 

T.G. ín perioada anilor '80 am fácut actiuni ín legáturá cu sistemul comunist Tn care tráiam ( Europia, Complex sportiv). Tipología cuiturii fizice Tn 
detrimentul spiritului, asa cum apare Tn lucrarea Complex sportiv, din 1987, este reprezentativá pentru ideología comunistá, cu “omul nou”, produs al 
sistemului. Astázi, avem star-uri si vip-uri: parlamentan, politicieni, oameni din domeniul fotbalului si vedete de televiziune. Vechiul “om nou” era un 
cliseu, o schemá teorética; cei de azi sunt reali: oameni de succes, ca Gigi Becali (are o dublá valentá - parlament si fotbal). Este Tncá mult de lucru, 
pentru artisti. 

R.N. h lucrárile dumneavoastrá ati folosit obiecte icón - stele tn cinci colturi, plápumi uzate, pagini ale unor publicafii cotidlene. Care este semnificatia 
acestora tn cadrul instalatiilor pe care le-ati realizat? 

T.G. Am folosit, ca mediu predilect, Tn multe proiecte instalada. Erau, cei mai adesea, utilízate elemente diverse: obiecte, picturi, fotografii, ready- 
made... Acestea nu aveau flecare o semnificatie anume, dar Tn ansamblu introduceau un univers: personal, románese, totalitar, est european, 
balcanic. 

R.N. Experienta acumulatá tn perioada tn care ati activat tn cadrul corpului profesoral al UNAB a determinat experiméntele din anuí 2000 cu privire la 
ceea ce unii critici ai vremii au numit: introducerea unei noi estetici a antifotografiei ? 

T.G. Despre activitatea meaTn cadrul Universitátii Nationale de Artá din Bucuresti: am avut un scurt stagiu initial (1991-1992), la cátedra de Design, 
unde má invitase Ion Bitzan, care conducea acel departament. Atunci, am fácut tot ce se putea face, ca asistent la anuí I. íncá de pe vremea aceea, 
discutam cu studentii din Tntreaga scoalá, Tncercánd sá-i determin sá Tnteleagá domeniul pentru care se pregátesc. Dupa o perioada de Tntrerupere, 
am revenit Tn 1998, cu un curs alternativ (workshop si dezbateri) de artá contemporaná, la care participau, optional, studenti din tóate sectiile. Relatia 
(de colaborare) cu academia, a durat vreo doi ani. Din perioada aceea, dateazá actiunile de stradá ( Fántána si Hraná pentru arta/Arta pentru hraná), 
sau cu carácter de protest {Arte plastice - Arte vizuale ); conceptele au pornit de la faptul ca universitatea nu ne-a acordat nici un minim sprijin - 
posibilitatea de a utiliza un spatiu Tn incinta scolii. S-au fácut fotografii si filmári video; acestea erau simple documentári ale actiunii, care constituía 
lucrarea propriu zisá. Ceea ce nu s-a pierdut, a rámas Tn stadiul de footage (material brut) ori imagini disparate. Nu am urmárit introducerea unei noi 
estetici Tn fotografié, sau introducerea “antifotografiei”. ín 1999 am avut intentia sá scot cartea STUDI0498 - a Project (numele clasei cu care lucram); 
pregátisem materialui necesar, texte si imagini pentru un catalog. Acesta nu a mai apárut, din cauza pierderii finantárii, la limitá. Ar fi Tnsemnat o 
finalizare a proiectului. 

R.N. Actiunea «Speaking to Europe» aducea tn discutie drama istoricá a táritor din est izolate, abandónate vreme de jumátate de secol. Care este 
atitudinea pe care ati abordat-o tn cadrul acestui proiect si de ce? 

T.G. Actiunea Speaking to Europe aducea Tn discutie drama istoricá a tárilor din Europa de Est izolate, abandónate vreme de o jumátate de secol. 
Dar am constatat faptul cá, imediat dupá '90, izolarea nu s-a ridicat si nu s-a petrecut nimic din ceea ce ne-am asteptat cu totii. ín loe sá ajungem 
direct Tn paradisul occidental, noi am intrat Tntr-un Tndelungat si greoi proces de tranzitie (a trebuit sá Tnvátám asta), sub conducerea unor lideri si forte 
politice "de stánga”. Tárile occidentale au contribuit la aceastá situatie, rámánánd Tn expectativa si pasivitate, preferánd sá astepte, Tn loe de a risca 
actiunea. La acest lucru m-am gándit cánd am conceput Speaking... Este o voce care trimite semnale fárá a primi vreun ráspuns. Lucrarea si-a gásit 
locul Tn cadrul festivaiului “Est”, organizat la Timisoara, Tn 1993, de lleana Pintilie. ín anuí urmátor am jucat-o la Wuppertal, cu ocazia “Zilelor cuiturii 
románesti” (autor Mircea Florian); a fost si un al treilea moment, peste cátiva ani, la Centrul Maghiar din Bucuresti, cu varianta More Speaking to 
Europe. 

R.N. Ce putefi povesti despre proiectul dumneavoastrá «La Nave Románia»? Este adevárat cá ati ales sá abordafi tema emigrárii de pe pozitia ironic 
resemnatá a navigatorului sedentar? 

T.G. La BV 47 (Venetia 1997), curatorii románi (Dan Háulicá, Coriolan Babeti, Adrián Gutá) au sugerat tema navigatiei - dupá un text al lui Babeti, si 
am ráspuns cu proiectul La Nave Románia. ín conceptul meu (text), era vorba despre navigatie si despre poporul román, Tn general. Din cáte Tmi 
amintesc, nu era vorba despre problema emigrárii. Ironía tintea tot spre occidentali, incredibil de ignoranti, Tn ceea ce priveste Románia; Tn acest sens, 



As far as I remember, ¡t was not about the ¡mmigration issue. The irony was still aiming at the Westerners, extremely ignorant about Romanía; ¡t is ¡n 
this sense that I presented Romanian people as “not a people of seafarers”, but one of harmless savages somewhere at the far end of the world, 
living in an unknown country. So, “the Romanians are sedentary seafarers’’. They are on board the Romanía ship going its way, and I concluded by 
quoting the title of Fellíní's famous movie: “E la nave va...” 

R.N. Over1994 - 1995, along with Olimpiu Bandalac you were a member of the “Euroartist Bucharest” group. Is there any connection between the 
ñame of this movement and your favouríte themes from the '80s and '90s, aiming at the conceptual isolation of the Eastern artist? 

T.G. During 1994 - 1995,1 worked with Olimpiu Bandalac in the “Euroartist Bucharest” group. We decided to set up an artistic group one afternoon, 
when I and my colleague started to take spur-of-the-moment pictures of each other. The ñame, reminiscent of a sports club, had been taken from 
an artistic organization founded by Bandalac that resembled a similar institution belonging to a Romanian settled in Paris. It seemed suitable to me 
(though sketchy), because it was the best way to identify ourselves, as accurately as possible: “Euroartist Bucharest”, namely us. It was good for 
advertising as well, which was something we all wanted at that time. 

R.N. Were you influenced by Western artists like the British Giibert & George or was it all about humour, ironic contemplation and the local colour 
when you chose the favouríte techniques of the Euroartist movement - postures, lively paintings recorded as pictures-? 

T.G. The lively paintings recorded as pictures during the “Euroartist Bucharest” project sprang out spontaneously, starting from existing environmental 
elements. The first picture was taken in the vicinity of a truck destroyed by a fire, located in the industrial wasteland of Nábucului Street. Afterwards 
we looked for either symbolic or connotative locations, planning the concept of the scenario. We mostly used humour, ironic contemplation and the 
local colour ¡nstead of, let's say, being influenced by Western artists such as Giibert & George, who displayed themselves as “living sculptures”. 

R.N. Why did the Euroartist initiative have such a short existence? I remember the separation occurred afteryour participation in the Istanbul Biennial 
with the sculptural photo installation «The Hero from the Carpathians», a project which was said to have had a major impact. 

T.G. And yet, “E.B.” had a much shorter existence than we had expected, despite the fact that the audience enjoyed our staged photography, and 
that at René Block's invitation, we participated in the 4th International Biennial in Istanbul. The same year we presented “E.B.” at Budapest Art Expo 
(the art fair), and with the group altogether we had an exhibition at a gallery ¡n Apeldoorn, a small Dutch town. Neither the Istanbul Biennial, ñor the 
other events were followed by the reactions we were expecting. Apparently, there was no impact at all. We probably didn't meet with the right people. 
After some differences we had had, we estimated what we were to produce and decided that we should stop there, rather than falling in decline. At 
the exhibition Experimentalism in Romanian art after 1960 in 1996, when we exhibited part of the installation The Hero from the Carpathians, the 
“Euroartist Bucharest” movement no longer existed. 

R.N. Who is “the Hero from the Carpathians"? 

T.G. The installation we displayed in Istanbul included large pictures of couples of artists, ¡ronically featured as ancient warriors (as statues on 
pedestals), a portrait of Ceausescu and an eight metre high image of the Palace. The title The Hero from the Carpathians leaves you with an 
ambiguous feeling, if we were to take into account Dracula's myth, or Jules Verne's book “The Castle in the Carpathians” (which inspired subREAL's 
work). The hero from the Carpathians is the (Romanian) artist. 

R.N. In your opinión, are there any provisions that the artist of the 3rd millennium must fulfil and what are they? What are the threats and opportunities 
of this time, what does the artist have to face in order to win his battle for defining a space of freedom? 

T.G. I couldn't give an accurate description of the artist of the 3rd millennium since we are still at the beginnlng of the millennium and we don't know 
what the future holds in store for us. Maybe the artist in Romanía alone... I mean still contextual. 

Nowadays Romanía is confronted with the implementation of the capitalist system of production, with ¡ts well-known advantages and, at the same 
time, disadvantages: there is no contemporary art market, ñor solé traders (the insufficient number of galleries, a museum that has no budget). 
Speaking about the market, there is no “demand” of contemporary art, so the budget of the Ministry of Culture or of the National Cultural Fund is 
limited. On the other hand we Uve in a cultural province (far from the centre / centres). Although the Balkan región, to which our country is abruptly 
attached, has recently aroused the interest of certain curators (Flarald Szeemann, Roger Connover, René Block) and of large international exhibitions, 
these are but occasional opportunities... Generally speaking, we are still out of the focus of the “game-makers” of the international scene. This means 
that Romanian artists are still outside the scene; they have to get in there, with the support of the Western ¡nstitutions. 

In this context, the artist has to meet certain demands: he must be educated, have communication skills, be informed in the domain of contemporary 
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íi prezentam pe románi, care “nu sunt un popor de navigatori”, ca pe niste sálbatici blánzi, locuind undeva la marginea lumü, íntr-o tará necunoscutá. 
Astfel, “románii sunt navigatori sedentari”. “Ei se aflá la bordul navei Romanía care merge pe drumul sáu” si íncheiam, citánd titlul celebrului film de 
Fellini: "E la nave va...” 

R.N. ín períoada '94-'95 ati activat aláturí de Olimpiu Bandalac Tn cadrul grupului “Euroartist Bucuresti”. Exista vreo legáturá ?ntre numele ales pentru 
aceastá grupare si temele dumneavoastrá predilecte din períoada '80- '90, care vizau izolarea conceptúala a artistului estic? 

T.G. ín períoada 1994-1995, am lucrat ímpreuná cu Olimpiu Bandalac ín cadrul grupului “Euroartist Bucuresti”. Ne-am decís sá activám ca grup Tntr-o 
dupá amlazá, cánd ímpreuná cu colegul meu am ínceput sá ne fotografiem, spontan. Acest nume, care aducea a club sportiv, túsese preluat, de la 
o asociatie artisticá Tnfiintatá de Bandalac, dupá o organizatie simllará a unui román stabilit la París. Mi s-a párut toarte potrivit (desi anecdotlc) pentru 
cá astfel, ne identificam, cát se poate de precis: “Euroartist Bucuresti”, adlcá noi. Era bun si pentru promovare, ceea ce ne doream pe vremea aceea. 

R.N. h alegerea mijloacelor predilecte ale grupárii Euroartist - posturi, tablouri vivante fnregistrate fotografíe - ati fost inflenfarí de crearía altor artisti 
occidentali cum ar fí cazul britanicilor Gilbert&George sau este vorba numai despre umor, meditaríe ironicé si cubare lócala? 

T.G. Tablourile vivante ínregistrate fotografic ín períoada grupului “Euroartist Bucuresti” au ínceput spontan, pornlnd de la elemente environment-ale 
existente. Prima fotografié a fost luatá ín proximitatea unui autocar distrus de un incendiu, aflat pe un teren viran de pe strada Nábucului. Dupá aceea 
am cáutat locatii fie simbolice, fie conotative, pregátind concepte pentru scenariu. Am folosit mai mult umorul, meditatia ironicá si culoarea localá 
decát, sá spunem, influenta unor artisti occidentali ca Gilbert & George, care s-au expus ca living sculpture. 

R.N. De ce iniríativa Euroartist a avut o existentá atát de scurtá? Amintesc cá despártirea a avut loe dupá participarea la Blenala de la Istanbul cu 
instalaría foto sculpturalá «Eroul din Carparí», proiect despre care s-a scris cá a fnregistrat un puternic impact. 

T.G. “E.B.” a avut o existentá mult mai scurtá decát ne asteptam, ín pofida faptului cá fotografía noastrá regizatá plácea publicului, cát si cáín 1995 
am participat, la invitatia curatorului René Block, la cea de a 4-a Bienala Internationalá de la Istanbul. ín acelasi an am luat parte cu “E.B.” la Budapest 
Art Expo (tárgul de artá), ¡ar eu ímpreuná cu grupul am avut o expozitie la o galerie dintr-un mic orásel olandez, Apeldoorn. Nici dupá Istambul, nici 
dupá celelalte, nu au venit semnalele pe care le asteptam. Se pare cá nu a fost nici un impact. Pe semne cá nu ne-am íntálnit cu cine trebuie. Dupá 
únele neíntelegeri, am fácut o evaluare a ceea ce ar fi urmat sá producem si am hotárát cá e cazul sá ne oprim aici, decát sá mergem descendent. 
ín 1996, la expo Experimentalismul fn arta románeascá dupá 1960, cánd am expus o parte din instalatia Eroul din Carparí, de la Istanbul, grupul 
“Euroartist Bucuresti” nu mai exista. 

R.N. Cine este Eroul din Carparí? 

T.G. Instalatia de la Istambul cuprindea mari fotografii-siluete ale cuplului de artisti, cu ironie prezentati ín chip de luptátori antici (pe socluri de statuie), 
un portret al lui Ceausescu, o imagine de opt metri a Palatului. Titlul “Eroul din Carpati” lasá un sentiment de ambiguu, dacá tinem cont si de rñituf lui 
Dracula, ori de cartea lui Jules Verne, “Castelul din Carpati” (care a inspirat lucrarea lui Subreal)... Eroul din Carparí este artistul (din Románia). 

R.N. Care sunt conditionárile pe care trebuie sá le infrunte artistul mileniului trei, care sunt pericolele si oportunitáríle acestuia, ce are de ¡nfruntat ?n 
cadrul luptei sale de definiré a unui sparíu al libertáríi? 

T.G. Nu as putea sá defínese artistul mileniului trei, ne aflám abia la ínceput, nu stim ce ne rezervá viitorul. Poate doar artistul din Románia... Adicá 
tot contextual. 

Astázi, Románia se confruntá cu implementarea sistemului capitalist de productie, avánd cunoscutele avantaje si, ín acelasi timp, dezavantaje: nu 
existá o piatá de artá contemporaná, nici agenti comerciali (numárul galeriilor insuficient, muzeu fárá buget). Vorbind despre piatá, nu existá "cerere" 
de artá contemporaná, prin urmare bugetul Ministerului Culturii sau al Fondului Cultural National este limitat. Pe de altá parte, tráim íntr-o provincie 
culturalá (la distantá de centru / centre). Desi zona Balcanilor, la care tara noastrá este ín mod abrupt asimilatá, a suscitat destul de recent interesul 
unor curatori (Harald Szeemann, Roger Connover, René Block) si a unor ampie expozitii intemationale, acestea sunt oportunitáti ocazionale... ín 
general, nu ne aflám ín atentia celor care “fac jocurile” pe scena internationalá. Astaínseamná ca artistii románi sunt íncá ín afara scenei; ei trebuie sá 
pátrundá acolo, cu ajutorul insÉupor occidentale. 

ín acest context, artistul e obligat sá ráspundá unor exigente: el trebuie sá fie educat, sá aibá abilitáti de comunicare, sá fie informat ín domeniul artei 
contemporane, sá-si construiascá relatii utile, cu oameni si ¡nstltutii; trebuie sá-s¡ asigure íntretinerea, sá aibá slujbe, sá facá fatá unor perioade de 
recesiune, deci de dezinteres pentru produsul sáu. Artistul trebuie sá fie liber (ín interior - au fost artisti liberi si ín timpul dictaturii); pentru a fi astázi 
artist, e necesar sá-ti asiguri libértate economicá, politicá, existentialá, sá fii liber de orice alte determinári. 
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art, establish useful connections with people and institutions; he has to provide for himself, to get jobs, to outlast periods of recession, of disinterest 
¡n his work. The artist has to be free (at home- there were also free artists during the communist dictatorship); ¡n order to be an artist today, one needs 
to ensure his economic, political and existential freedom fist of all, to free himself from all constraints. 

R.N. What are the artistic goals of “HT003 Gallery " whose curatorial program you are running? What have you achieved over the past three years? 
Is there any connection between the opening of this gallery in 2003 and the setting up of the Multimedia department within the UAP the same year? 

T.G. The galleries (of contemporary art) are agents that promote certain artists, certain forms of art, certain media, or a certain approach to 
contemporary art. The latter is the case of our gallery, “HT003 Gallery”, set up in 2003, with the support of the U.A.P.R. Above all, we seek 
communication: we want whatever we are exhibiting to convey a message as appealing as possible to the public. I've realized that the public is not 
trained and amateurish in perceiving contemporary art. That's why we are making efforts to explain the artists' projects. Our advertisements on the 
Internet are attached with the following motto ‘‘HT003 Gallery exhibits contemporary art for the education of the public”. The gallery-owner (who is 
the individual who makes everything possible) has a visión of contemporary art and of the stage where he performs; he selects the artists and the 
projects that are to be exhibited; sometimes, in the case of younger artists, who are actually the majority, constant debates occur in a monitoring 
process, ensuring the positive evolution of certain projects. Suggestions are made, possible variants are analysed, and optimal Solutions are searched 
for in order to materialize the concepts. That is how we've operated and we've had good results, even in the case of older artists. 

‘‘HT003 Gallery” has held over thirty events since it opened, and some were of great valué (see the exhibitions: How many artists are there in Romanía? 
by Vasile Muresan-Murivale in September-October 2005, or Geta Bratescu's The Traveller, May-June 2006). I must also add the fact that, 
unfortunately, the Romanian art scene is still overlooked by the ‘‘players” from the large European and international centres, and there's nothing we 
can do to get on their list (there is a political-economic phenomena of a great complexity and an exclusivist system of connections, that irrevocably 
make the rules). Under these circumstances, even if Romanian galleries take part in International fairs (where ñames of artists are introduced and 
circulated) with the sponsors' aid, they don't stand the slightest chance of getting on their stage, ñor of reaching their market. We only have local 
galleries. It is something that I was aware of when I started “HT003 Gallery”. 


Interview with losif Király 

Raluca Néstor: Does your work preserve traces of the times you were a witness of the neo-constructivist experiments the teacher-artists from the 
“Sigma" group in Timisoara used to make, drawn by the world of puré, abstract forms and by the eioquence of unconventional materials? 

losif Király: Even if those were some of the best years of my life and the time during which I practically clung to the desire of becoming an artist, I 
don't think there are many neo-constructivist or performative elements left in my creation. Yet it was then that I carne into contact more closely with 
photography, rather as a means of recording than as a cultural phenomenon. 

I might still specify two things that I have preserved from those years and from the contact with those people - who were very young, dynamic and 
enthusiastic at that time. The first thing would be a propensity for collaborative projects and the second the desire and pleasure of teaching, of talking 
to young people, of passing what I see and learn on to them and in tum learning from them. 

R.N. Can your move from Timisoara to Bucharest towards the end of the '80s be regarded as a diversión from the neo-Byzantine course taken up 
by numerous Romanian artists at that time, among which some of your training masters from the “Sigma’’ group? Do you think your departure 
triggered the decrease in the attention given to the experimental fieid by artists in Timisoara, among which I mention Cálin Beloescu («Farewell Mail- 
Art», 1988)? 

I.K. I moved to Bucharest for personal reasons that have nothing to do with the diversión from neo-Byzantinism. Moreover, the core of this movement 
was and still ¡s in Bucharest. It is hard to say whether my departure had any influence and what impact it had on artistic Ufe in Timisoara. Although I 
can say that shortly after I moved to the capital, the communist regime collapsed, triggering a Chain of changes anyway. Cálin Beloescu's project of 
1988 was to a certain extent the result of accumulated frustration and discontent caused on the one hand by the increasingly draconian censorship 
applied to correspondence (any exchange of messages had become a game of blind man's buff, as you could never be sure if your message reached 
its destination, and it never got a reply, or if it did, it was intercepted and put aside), and on the other hand due to the ever-growing quantity of “spam” 
received in the mail box and by the decrease in the general artistic level that carne with the expansión of the network. 

R.N. What impact did the meeting with the foremost figures of experimental art in the Fluxus movement have upon you during your stay in Salzburg, 
at the beginning of the '90s? 
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R.N. Care este misiunea artística a galeriei HT003 de al cárei program curatorial va ocupatí direct? Ce ati reusit sá realizatí ín ultimii trei ani? Exista 
vreo legáturá intre deschiderea acestei galerii ?n anuí 2003 si ínfiintarea sectiei de Multimedia a UAP ín acelasi an? 

T.G. Galeríile (de artá contemporaná) sunt agenti care promoveazá anumiti artisti, anumite forme de arta, anumite medii, sau o anumitá abordare a 
artei contemporane. Acesta din urmá este cazul galeriei noastre “HT003 gallery”, ínfiintatáín 2003, cu sprijinul U.A.P.R. Urmárim comunicarea, ínainte 
de tóate: dorim ca ceea ce expunem sá se constituie Tntr-un mesaj cát mai penetrant catre public. Am constatat ca publicul este nepregátit si neavizat 
pentru a recepta arta contemporaná. De aceea, facem eforturi pentru a explica proiectele artistilor. ín anunturile noastre de pe net, anexám, ín final, 
urmátorul slogan: “HT003 gallery expune arta contemporaná pentru educatia publicului”. Galeristul (e personalitatea care determina totul) are o viziune 
despre arta contemporaná si despre scena pe care activeazá; el selecteazá artisti si proiecte care urmeazá sá fie expuse; adeseori, ín cazul tinerilor 
artisti, de altfel majoritari, au loe discutii repetate íntr-un proces de monitorizare, asigurándu-se evolutia favorabila a unor proiecte. Se dau sugestii, se 
anaiizeazá variante posibile, se cautá solutii optime de materializare a conceptelor. Am procedat asa, cu bune rezultate, chiar si cu artisti maturi. 
“HT003 gallery” a produs peste treizeci de evenimente, de la deschidere, iar cáteva au fost de o valoare deosebitá (vezi expozitiile: Cáti artisti sunt ín 
Romanía?, de Vasile Muresan-Murivale, septembrie-octombrie 2005, sau Cálátorul de Geta Brátescu, mai-iunie 2006). Trebuie sá mai reamintesc 
faptul cá, din nefericire, scena románeascá este íncá ignoratá de “jucátorii” din marile centre europene si internationale, si nu putem face nimic pentru 
a ti introdusi pe lista lor (sunt fenomene político-economice de mare complexitate si un sistem exclusivist de relatii, care dicteazá implacabil regulile). 
ín situatia asta, galeríile románesti chiar dacá mai participá, cu ajutorul sponsorilor, la tárguri internationale (unde se introduc si se vehiculeazá nume 
de artisti), nu au nici o sansá de a pátrunde pe scena lor. Nici pe piafa lor. Avem niste galerii lócale. Eu mi-am asumat aceasta pentru “HT003 gallery”. 


Interviú cu losif Király 

Raluca Néstor: Se pástreazá ?n lucrárile dumneavoastrá decantan din vremea ín care ati fost martor la experiméntele neoconstructiviste ale artistilor- 
pedagogi timisoreni din gruparea “Sigma", atrasi de universul formelor puré, abstráete si de expresivitatea materialelor neconventíonale? 

losif Király: Chiar dacá acei ani au fost unii dintre cei mai frumosi ani din viata mea si perioada ín care practic mi s-a cristalizat dorinta de a ti artist, r|$ 
cred cá acum mai pot ti regásite multe elemente neoconstructiviste sau performative ín creatia mea. Desigur contactul mai serios cu fotografía s-a 
petrecut tot atunci, desi, mai degrabá ca tehnicá de ínregistare, decát ca fenomen cultural. 

As putea totusi identifica douá lucruri pe care le pástrez din acei ani si din contactul cu acei oameni - pe atunci toarte tineri, dinamici si entuziasti. 
Primul ar fi o predispozitie pentru proiecte colaborative, iar al doilea dorinta si piácerea de a face scoalá, de a discuta cu tinerii, de a transmite mai 
departe ceea ce vád si ínvát si de a ínváta la rándul meu de la ei. 

R.N. Migrarea dumneavoastrá dinspre Timisoara catre Bucuresti la tíñele anilor '80 poate fi cititá ca o delimitare de traseul neobizantinist pe care se 
Tnscriseserá la acea data numerosi artisti románi printre care si unii dintre maestrii dumneavoastrá formatori din gruparea Sigma? Credetí cá plecarea 
dumneavoastrá a influenfat scáderea energiei consúmate ín cámpul experimental a artistilor timisoreni printre care il amintesc pe Cálin Beloescu («Adió 
Mail-Art», 1988)? 

I.K. “Migrarea” mea spre Bucuresti s-a fácut din motive personale si nu are nici o legáturá cu delimitarea de neobizantinism. Dealtfel centrul acestei 
miscári era si este la Bucuresti. E greu sá spun dacá plecarea mea a avut o ¡nfluentá si care a fost aceasta ín viata artisticá timisoreaná. Cert este cá 
la scurt timp dupá mutarea mea ín capitalá, a cázut regimul comunist determinánd oricum un lant de schimbári. Actiunea luí Cálin Beloescu din 1988 
cred cá era mai muit rezultatul unor frustrári si nemultumiri acumúlate pe de-o parte datoritá cenzurárii tot mai draconice a corespondentei (orice 
schimb de mesaje devenise un fel de joc de-a baba-oarba, nefiind niciodatá sigur dacá mesajul táu a ajuns la destinatie dar nu ti s-a ráspuns, ori 
ráspunsul a fost interceptat si retinut), iar pe de altá parte datoritá cantitátii tot mai mare de spam primit ín cutía postalá si a scáderii nivelului artistic 
general, odatá cu cresterea retelei. 

R.N. ín ce fel v-a marcat íntálnirea din timpul rezidentei de la Salzburg, la inceputul anilor '90, cu monstrii sacri ai artei experiméntale din gruparea 
Fluxus? 
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I.K In 1992 I received a scholarship for Sommer Akademie Salzburg to attend the course i/\rt in flux - installations and performances) of a Fluxus 
artist from New York, Geoffrey Hendricks who, after the five week-course invited a colleague from Berlín, with whom we had worked together durlng 
that time, and I to be his assistants for the next two weeks in Cologne and Wiesbaden, where several events were to occur (exhibitions, performances 
and so on) to celébrate the 30th anniversary of the Fluxus movement. There I was to meet Dick FHiggins, Alison Knowels, Ben Patterson, Emmet 
Williams, Joe Jones, Ben Vautier and last but not least René Block, who arranged the whole thing. It was an encounter with the history of art. In fact 
I watched a sort of re-presentation of some episodes from the history of art performed by the same protagonists, only 30 years older. I recall two 
things that carne to my mlnd for the first time during that time. The first thing was that the artists' performances which had seemed to me unique and 
irreversible gestures before, might be recuperated and recycled ¡n time ¡n a sort of public spectacles, like any other theatre, music or clrcus 
performance. Over the years, they might acqulre the status of opuses and might be performed by artists from different parts of the world, just like 
Mozart or Beethoven's sonatas. The second thing was that the dynamlcs of fashion in visual arts resemble show business: there is a constant need 
for new trends, new artists, and for the most part nowadays the older generations no longer keep up, though, biologically speaking, they continué to 
exist. As an experimental artist you can become a klnd of myth, you can penétrate the books of history of art in the bookshops worldwide, but 
prosperlty doesn't necessarlly come hand in hand with glory. 

R.N. Your projects point out that you have a prívileged relationship with time. Is it true that time is patient in artist losif Király's case, even in an age 
of speed and mechanization? 

I.K. I've read somewhere that time ¡s the main character in Marcel Proust's works. Keeping a sense of proportion, it might as well be the case of what 
I do. 


R.N. Over 2000-2003 you took part in the Tinseltown project, a case study about the steeple houses of certain communities ofgypsies in the Baragan 
piain, made by three architects - Marius Marcu Lapadat, Mariana Celac and yourself / losif Király - who consider themselves as chroniclers of the 
immediate. What did you mean when you brought up in the discussion phrases like - “the ephemeral character ofthe images describing a democracy 
in continuous transitiorí’ or “approaching the present from a historical perspective"? 

I.K Those constructlons are the result of an attempt of re-shaplng the ¡mage of an ethníc community through architecture, made by the elite of that 
particular community. Our field observations showed a certain inadequacy in the construction of some component parts (such as rooftops), as well 
as a more urging desire of changing the look of those houses on the part of their lodgers, a reminiscence of a nomadic spirit. Should we add the 
constant media pressure regularly put on the owners, we can reach the conclusión that there is every chance that this type of architecture will not be 
found in its present form 10 years from now, 20 years at most. These were the reasons why we considered that this utterly controversia! (for Romanian 
society in general and among intellectuals in particular) phenomenon represented a historie moment for post-communist Romanian architecture, 
worth documenting and researching without passion or prejudices. 

R.N. There are some opinions according to which you take a great interest in stray dogs. Is it an Eastern trend - the Russian artist Kulik also dedicated 
a significant number of interventions to this subject - or rather a personal option, possibly related to the Romanian social context? 

I.K Stray dogs are a very common presence in the Romanian urban landscape. It often happens that a dog should slip into trame when l'm taking 
pictures in the streets of Bucharest. It is a normal occurrence. Towards the beginning of the '90s I used to photograph the dogs from my bieyele while 
they were attacking me at night as I returned home from my studio. I have hundreds of images of them sleeping by the walls in the streets, like fluffy 
urban objeets. I don't take a particular interest in them, but sometimes, when I come across them, I photograph them. 

R.N. What is the aim of your latest project «East from the West», exhibited from June 5 to October 20 at the “Artra” gallery in Milán? Can we talk 
about a sequel of the themes approached in past projects such as Indirect and Reconstructions? 

I.K Most ofthe works belonged to the Reconstructions series, but were literaliy created east from Milán, which is situated in the heart ofthe European 
West. Some of the images were shot in Romanía and others in Irán. In addition, there was another series called Corrupted Image consisting of 80 
photo-reproductions of the TV screen, made in hotel rooms in Irán. From time to time, if the news was disturbing, the Western TV broadeasts were 
jammed in such way that the images were breaking up, recalling cubist and expressionist paintings at the same time. The Corrupted Image sign would 
appear in the upper part of the screen. After the trip to Irán, I realized that this country was as distorted in the Western mass-media as the Western 
world was perceived from the Iranian TV. Only the means of distortion of the two realities differ. 

R.N. In your manifestó Indirect - Interview in front of the mirror you acknowledge yourself as a supporter of straight photography aesthetics. How do 
you explain the abuses made by the «Reconstructions»project on the Aristotelian unity between space and time? 
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I.K. In 1992 am primit o bursá la Sommer Akademie Salzburg la clasa (Art in flux - instalatii si performances) unui artist Fluxus din NYC, Geoffrey 
Hendricks care, dupá cele cincl sáptámánl cát a durat cursul, ne-a invitat pe mine si pe o colega din Berlin, cu care lucrasem Tmpreunáín toatá acea 
perioadá, sá íi flm aslstenti pentru urmátoarele 2 sáptámáni la Kóln si Wlesbaden, unde urmau sá se desfásoare mal multe evenlmente (expozitii, 
performances etc.) cu ocazia sárbátoririi a 30 de ani de la nasterea miscárii Fluxus. Acolo aveam sa-i vád pe Dick Higglns, Alison Knowels, Ben 
Patterson, Emmett Williams, Joe Jones, Ben Vautler si bineínteles pe René Block, care a organlzat totul. A fost o íntálnire cu istoria artei. De fapt am 
asistat la un fel de re-prezentare a unor episoade din istoria artei de catre aceiasl protagonista doar cá e¡ erau cu 30 de anl mai batrani. ími amintesc 
acum douá ganduri care mi-au íncoltit Tn creier atunci pentru prima data. Primul ar f¡ cá performantele fácute de artisti, si care Tnainte mi se páreau 
niste gesturi unice si ¡reversibile, ar putea f¡ cu timpul recupérate si reciclate íntr-un fel de spectacole cu public, la fel ca orice spectacol de teatru, 
muzicá, sau circ. Peste ani, ele ar putea cápáta statutul de opus-uri si ar putea f¡ interprétate de artisti din diverse colturi ale lumii, la fel ca sonatele 
de Mozart sau Beethoven. Al doilea este cá dinámica modei Tn artele vizuale se apropie de cea din showblz, e o continué nevóle de noi mode, noi 
artisti, ¡ar cel mai multl dintre cel vechi nu mai sunt de actualitate desi biologic ei continué sá existe. Ca artist experimental poti ajunge un fel de mlt, 
potl intra Tn cártile de istoria artel din librárüle lumü Tntregi, dar aceastá glorie nu are neapárat acoperire Tn bunástarea materialá. 

R.N. Proiectele dumneavoastrá demonstreazá cá aveti o relata privilegíala cu timpul. E adevárat cá fn cazul artistului losif Király, chiar si intr-o erá a 
vitezei si a robotizárii, timpul are rábdare? 

I.K. Am citit undeva cá timpul este personajul principal Tn opera luí Marcel Proust. Pástránd proportiile, probabll cá s-ar putea spune la fel si despre 
ceea ce fac eu. 

R.N. h perioada 2000-2003 ati participat la proiectul «Tinseltown, un studiu despre cásele cu turle ale unor comunitáp de rromi din Bárágan fntreprins 
de trei arhitecti - Marius Marcu Lapadat, Mariana Celac, losif Király - care se autodefinesc ca trei cronicari ai imediatului. La ce vá refereati atunci cánd 
aduceati in discutie sintagme ca efemeritatea imaginilor care caracterizeazá o demócrata aflatá in continuá tranzitie orí practicarea unei abordári a 
prezentului dintr-o perspectivá istoricá? 

I.K. Acele constructii sunt rezultatul unei Tncercári de repozltlonare, prin intermedlul arhitecturii, a imaginii unei etnii, Tntreprinsá de o elitá a acelei etnii. 
Observatiile noastre din teren ne-au arátat o anumitá fragilitate Tn construirea unor parti componente (acoperisurile), precum si o dorlntá mult 
acceleratá de schimbare a aspectului acestor case din partea locuitorilor lor, remlniscentá a unui spirit nomadic. Dacá acestor cauze adáugám si 
presiunea mediaticé, fácutá periodic asupra proprietarilor, putem ajunge la concluzia cá exlstá tóate sansele ca acest tip de arhitecturá sá nu mai 
poatá f¡ gáslt Tn forma actualá peste 10, máximum 20 de ani. Acestea au fost motívele pentru care noi am considerat cá acest toarte controversat 
fenomen, Tn cadrul societátii románestl Tn general si Tn cadrul comunitátil oamenllor de culturé Tn particular, reprezintá un moment istoric Tn arhitectura 
románeascá post-comunistá, care merlta documentat si cercetat fárá paslunl sau prejudecátl. 

R.N. Circula únele páreri conform cárora acordad toarte mult interes patrupedelor maidaneze. Este vorba despre un trend al Estului, artistul rus Kuiik 
a dedicat la rándul sáu un numár insemnat de interventii acestui subiect, orí este vorba despre o opfiune personalá eventual sugeratá de contextul 
social románese? 

I.K. Cáinii vagabonzi sunt niste prezente toarte obisnuite Tn peisajul urban románese. De multe orí cánd fotografiez anumite lucruri pe strázile 
Bucurestiului, se Tntámpla sá Tntre si cáte un cáine Tn cadru. E normal. Pe la Tnceputul anilor '90 Tí fotografiam de pe bicicletá, cu flash-ul, Tn tlmp ce 
má atacau noaptea cánd má Tntorceam acasá de la atelier. Am sute de imagini cu ei dormind pe lángá zlduri pe strázi, ca niste obiecte urbane 
flocoase. Nu má ¡ntereseazá Tn mod deoseblt, Tnsá uneorl, cánd Tml apar Tn cale, Ti fotografiez. 

R.N. Care este Intenta urmáritá de noul dumneavoastrá proiect «East from the West», expus in perioada 5 iunie - 25 septembríe 2006 la Milano, 
galería “Adra"? Se poate aduce in discutie o continuare a temática abórdate in cadrul proiectelor Indirect si Reconstructii? 

I.K. Lucrárlle erau Tn majoritate din seria Reconstructii Tnsá realízate literalmente la est de Milano, care se aflá Tn inima vestului european. O parte din 
panoramári erau din Románia ¡ar áltele din Irán. ín atará de acestea, mai era o serle numltá Corrupted Image, care consta Tn 80 de reproducen foto 
dupá ecranul TV, fácute Tn camere de hotel din Irán. Din cánd Tn cánd, dacá stirile nu conveneau, prográmele occidentale erau bruiate acolo Tntr-o 
maniera Tn care imaginile se destrámau, aducánd amlnte de picturile cubiste si expresioniste Tn aceiasl tlmp. ín partea de sus a ecaranului apárea 
inscripto Corrupted Image. Dupá cálátoria Tn Irán, mi-am dat seama cá aceastá tara se vede la fel de dlstorsionatá prin media occidentalá cum se 
vede occldentul prin televizoarele ¡ranlene. Doar mljloacele de distorsionare a celor douá realltáti sunt diferite. 

R.N. h manifestul dumneavoastrá «Indirect - Interviú in fata oglinzii» vá declarafi paríizanul esteticii ,straight photography'. Cum explicad manipulárile 
opérate de proiectul «Reconstructii» asupra unitátii aristoteliene dintre spatiu sí timp? 
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I.K. That text was written ¡n 1999 when my connection with digital photography was rather theoretical. The Reconstructions project started ¡n 2000- 
2001 and during the initial years the panoramas were made from real printed material, glued together with tape. In 2001 I bought my first digital 
camera and started to learn to master the specialised programs. Gradually I realised that such layer images could be built and modified a lot better 
digitally. Furthermore the digital images underlying the images can be stored and kept in layers and revlslted / reinterpreted occasionally. 

R.N. The paradox of the post-photographical era, according to which, despite the technical facilities capable of guaranteeing a perfectly true to Ufe 
renderíng of reality, photography is for the first time in history dissociated from its referent, losing the former presumption of objectivity due to digital 
manipulation, is already well-known. What direction do you think photojournalism will head for in this context? 

I.K. There is a posslbility that photojournalism should evolve towards art in this context, the real events thus becomlng the jumping board to catapult 
the artists' (the ex-documentarists') fantasy into art albums, galleries or art museums, rather than in polltlcal magazlnes (see Martin Parr). The 
reportage photos might become, in turn, a type of visual accessory for texts, similar to the prints (engravings) that held pride of place in the magazlnes 
of 19th century. We will be able to admire the dynamics of images, the composition, the expressiveness of some characters, in a nutshell, the artist's 
talent, but I don't think they will arouse the same emotions they did in the middle of the 20th century, when the presumption of objectivity was 
unquestionable. 

R.N. As you stated in a previous text, the more sophisticated technology will become (and thus “friendlier") and the more conceptual contemporary 
art will be, the lesser the need for “skill” and the greater the need for " theory” will be. Do you think that the inflation of images displayed on blogs by 
various experts of Photoshop, lacking even basic theoretical knowledge (history of art, aesthetics and philosophy), represents an obstacie on the path 
of discovering the true aesthetics ofnew media? 

I.K. I would expand on what I said then... Cameras or Computer programs are improved from one generation to another, acquiring high quality but 
at the same time becoming easler to use, in an intuitive way. The easler you are able handle that camera or software, the better you must know what 
you want to do, have the general and visual knowledge needed to master the technology and to avoid being controlled and hijacked by ¡t. Leonardo 
used to say “how unfortunate the painter whose hand outmanoeuvres the brain”. 

However, I would add that there is a general feellng of weariness with respect to the type of conceptualism that, focusing primarily on the context, 
has overlooked the text, the very content of the work. Conceptualism ¡n the year 2000 comes about in an entirely different artistic amblence than in 
the '60s, namely one that is more permissive and surfeited at the same time. Now, many artistic gestures that might have seemed radical 40 years 
ago, giving rise to clashes of opinión and animated debates, can but knock down doors that were already wide open. That is why I have started to 
believe that, apart from visual culture, a particular type of artistry (professionalism) will single out the serious contemporary artists both among those 
who only know a few tricks about concepts, and among the increasing number of experts in high-tech tools of producing and Processing images. 

R.N. In the last talk you gave in May 2006 at the West University in Timisoara you highlighted a few directions of pseudo-photographs that are 
circulating on the Internet. What was it about exactly? 

I.K. It was essentially a talk on Photography as contemporary art versus-popular-art photography. I started from Vilem Flusser's text, “Habit: The True 
Aesthetic Criterion” (1990), which contained an analysis of the process of usage of some aesthetic formulas and objects that although emerging like 
a big-bang, the more they become common and redundant, the more feeble thelr yapping is. With a search of "art photography" on Google, l've 
attempted to explain why those hundreds and thousands of Images found as a result had nothing to do with what is understood by photography as 
a form of art nowadays, and why the respective images didn't and wouldn't find their place in any manifestation or serious publicaron of contemporary 
art...Precisely because they are becoming weaker yelplngs, though they are reminiscent of Alfred Stieglitz, Paul Strand, Edward Weston, Minor Whlte, 
Helmut Newton, artists that shook the photographic scene of their times. I went on with my lecture by identifying the categories Google provides as 
art photography: nature, nude and a sort of abstract images and I gave a few examples of contemporary artists in the works of whom these themes 
are recurrent (Andreas Gursky, Walter Niedermayer, Nobuyoshi Araki, Nan Goldin, etc.). I explained why they were considered foremost contemporary 
artists whereas the ones designated by Google weren't. Finally, drawing my inspiration from musió, where delimitations between various genres are 
clearer -1 suggested the term "popular art photography” in order to more accurately define the type of images provided by Google and in order to 
place it with regard to the type of photography promoted in the network of contemporary art. 

R.N. As an active member of the "Ateiier 35" artistic movement in the ’80s and as one of the masterminds and promoters of Romanian art 
photography how do you comment on the fací that UAP doesn't as yet have a photography department? 

I.K. UAP is an out-of-date and uninteresting institution for young artists. It might become of some interest, not by settlng up a photo department (in 
fact, there is a “multimedia” section), but through dissolving all departments and granting the artist studios on the basls of artistic performance, 


276 






I.K. Acel text a fost scris ín 1999, cánd relatia mea cu fotografía digitalá era mai'Milt teoreticá. Proíectul Reconstructii a Tnceput prin 2000-2001 si ín 
primii ani panoramárile erau fácute din printuri reale, lipite cu scotch. ín 2001 mi-am luat prima camera digitalá si m-am apucat mai serios deínvátat 
prográmele specifice. Treptat mi-am dat seama cá astfel de imagini ín straturi pot fi mult mai bine construite si modifícate digital. De asemenea 
documéntele digitale ce stau la baza imaginilor pot fi arhivate si pástrate ín straturi si revizitate / reinterpretate din timp ín timp. 

R.N. Este deja cunoscut paradoxul epocii postfotografice potrivit cáruia, ?n duda conditiilor tehnice capadle a aslgura o perfecta fidelitate redárii 
realitátii, fotografía este pentru prima oará in istorie dlsociatá de referentul sáu pierzánd totodatá, datorita facilitátii manipulara digitale, fosta prezumtie 
de obiectivitate. Care credeti cá este direcfia spre care va evolua in acest context fotoreportajul? 

I.K. Exista posibilitatea ca fotoreportajul sá evolueze, ín acest context, spre artá, evenimentele reale devenind astfel niste trambuline care sá 
catapulteze fantezia artistilor (fosti documentaristi) ín albumele, galeriile sau muzeele de artá, mai curánd decat ín reviste politice (vezi Martin Parr). 
Fotografiile de reportaj vor putea deveni, la rándul lor, un fel de accesorii vizuale ale textelor, asemánátor gravurilor ce dominau revístele de epocá. 
Vom putea admira dinámica imaginilor, compozitia, expresivitatea unor personaje, íntr-un cuvánt: talentul fotografului, ínsá nu cred cá ele vor mai 
produce atáta emotie ca la mijlocul secolului 20, cánd prezumtia obiectivitátii nu se punea la índoialá. 

R.N. Dupa cum afirmati intr-un text mai vechi, pe másurá ce tehnologia va deveni mai sofisticatá (si deci mai “príetenoasá”) iar arta mai conceptúala, 
va scádea nevoia de “máiestrie" si va creste cea de “teorie”. Apreciati cá infíatia de imagini expuse pe blog-uri de diversi virtuozi ai Photoshop-ului, 
lipsiti de cele mai elementare cunostinte teoretice (istoria artei, esteticá, filosofie), reprezintá un perícol in calea cunoasterii adeváratei estetici a noilor 
medii? 

I.K. As mai nuanta ce am spus atunci... íntr-adevár un aparat sau un program de Computer se perfectioneazá de la o generatie la alta, devenind mai 
performant dar ín acelasi timp mai intuitiv, mai simplu de utilizat. Cu cát mai simplu poti mánui acel aparat sau soft, cu atát trebuie sá stii mai bine ce 
vrei sá faci, deci sá ai cultura generalá si vizualá necesare pentru a putea stápáni tehnologia si a nu fi stápánit si deturnat de cátre aceasta. Leonardo 
spunea: “vai de pictorul a cárui máná o iaínaintea creierului”. 

As mai adáuga ínsá cá se simte o anumitá obosealá generalá fatá de acei tip de conceptualism care, aplecándu-se atát de mult asupra contextului, 
a pierdut din vedere textul, continutul propriu-zis al operei. Conceptualismul anilor 2000 se desfásoará ín cu totul alt climat artistic decát cel din anii 
'60, anume unul $Ép mai permisiv si blazat ín acelasi timp. Multe gesturi artistice care acum 40 de ani ar fi párut radicale, creánd polemici si dezbateri 
aprinse, acum sunt doar fortarea unor usi larg deschise. De aceea am ínceput sá cred cá, pe lángá cultura vizualá, un anumit tip de máiestrie 
(profesionalism) íi va distinge pe artistii contemporani seriosi, atát de cei care fac doar un fel de scamatorii cu concepte, cát si de tot mai numerosii 
mánuitori de scule pentru produs si prelucrat imagini. 

R.N. La ultima prezentare pe care ati sustinut-o in luna mai 2006 la Timisoara, Universitatea de Vest stiu cá ati conturat cáteva directii ale 
pseudofotografíei care impánzeste spafíul Internet. Despre ce era vorba mai exact? 

I.K. A fost de fapt o prezentare cu tema Fotografía ca artá contemporaná versus fotografía populará de artá. Am pornit de la un text al lui Vilem Flusser 
din 1990, Obisnuinta ca un criteriu estetic, ín care se fácea o analizá a procesului de uzare a unor formule sau obiecte estetice, care, desi apárute ca 
un zgomot zguduitor (big-bang), ín másuraín care devin obisnuite, redundante, merg spre un scheunat mereu mai anemic. Dánd un search pe Google 
dupá “art photography”, am íncercat sá explic de ce acele sute si mii de imagini, venite ca ráspuns, nu au nici o legáturá cu ce se íntelege astázi prin 
fotografía ca artá si de ce, ín nici o manifestare sau publicatie serioasá de artá contemporaná, imaginile respective nu au ce cáuta si nici nu vor fi 
gásite... Anume pentru cá ele sunt un fel de scheunáturi tot mai slabe desi amintesc de Alfred Stieglitz, Paul Strand, Edward Weston, Minor White, 
Helmut Newton, artisti ce au zguduit scena fotograficá contemporaná lor. 

Am continuat prin a identifica categoriile pe care Google le oferá ca fotografié de artá: natura, nudul si un fel de imagini abstráete si am prezentat 
cáteva cazuri de artisti contemporani ín a cáror operá gásim aceste teme (Andreas Gursky, Walter Niedermayer, Nobuyoshi Araki, Nan Goldin etc.). 
Am explicat de ce acestia sunt considerati artisti contemporani de primá márime pe cánd cei desemnati de Google nu. ín final am propus - 
inspirándu-má din muzicá, unde delimitárile íntre diverse genuri sunt mai clare - termenul de “fotografié populará de arta” pentru a definí mai precis 
tipul de imagini oferite de Google si a-l pozitiona fatá de tipul de fotografié promovat ín reteaua artei contemporane. 

R.N. Ca membru activ al grupárii artistice Atelier 35 in anii '80 si ca unul dintre inifíatorii si sustinátorii fotografiei artistice románesti, cum comentap 
faptul cá nici páná in ziua de azi Uniunea Artistilor Piastici din Románia nu are o sectíe de foto? 

I.K. UAP este o institutie ímbátránitá si neinteresantá pentru tinerii artisti. Ea ar putea deveni interesantá, nu prin ínfiintarea unei sectii foto (dealtfel 
existá o sectie “multimedia”), ci prin desfiintarea tuturor sectiilor si acordarea atelierelor pe bazá de merit artistic, indiferent de mediul si tehnicaín care 
se exprimá un artist sau altul. Un absolvent de foto-video, de exemplu, nu are nici o sansá sá primeascá vreodatá un atelier de la UAP - multimedia, 
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irrespective of the médium and technique one artist or another uses to express himself. A gradúate of photo-video for instance, doesn't have the 
slightest chance of receiving a studio from UAP - multimedia whereas the painting, sculpture or graphics art departments boast a few hundred studios 
in Bucharest alone, many of which have been turned into storerooms by their owners or simply sub-let. The multimedia section has one or two studios, 
which carne along with the artists who moved from other departments when it was establlshed, at the beginning of the year 2000. UAP can only 
change from within and the fact that young people aren't motlvated to become members and thus become the majority, makes it doomed to further 
numbness. I have recently attended an all-country plenary / meeting for the election of the president and I wltnessed a pltiful show: angry and 
frustrated oíd men who felt like they could stand up and be heard, since their vote mattered, got on stage and took hold of the microphone in order 
to vent their hatred towards some of their colleagues, as well as to utter their dissatisfactions accumulated during this difficult transition. It is very sad. 


Interview with Dan Miháltianu 

Raluca Néstor: In the 1980s you used two icons characteristic of Romanian society - the workers' padded coats and jeans. How did you motívate 
your choice, and, ¡f you were to choose one or several new icons representare for post-communist Romanía, what would choose? 

Dan Miháltianu: Clothes as a material of ¡nterest that started to appear in drawlngs, pictures and installations in the late 1970s. Some are personal 
belonglngs (the jeans), others are abandoned objects in an advanced level of disrepair (the padded coat) which have a collective connotation. This 
was protective equipment worn on building sites, in mines and agriculture, as well as those who were bulldlng sociallsm on the building sites 
throughout the country or in the torced labour camps. 

I don't know whether the images, the material and the concepts I am currently using for my work will ever become “icons”. That usually escapes the 
attention of the creator. But to glve an answer, then the hundred concrete blocks containing a bottle of Unirea brandy each have the potential of 
becoming “cult objects” (see Union, NMCA, 2005). 

R.N. You succeeded in making an X-ray of Bucharest in the 1980s in the installation you exhibited at the MNAC between October 2004 and May 
2005 - Divided Bucharest. What did you mean when you used expressions like the shock of the present or Disneylandisation? 

D.M. “The Shock of the Present” refers to the moment when the constructlon of sociallsm, orientated towards an unpredictable future, was a failure 
in a present that was considered the foundation for building another future, as uncertain as the former one. 

“Disneylandisation"" was the attempt to turn reality into entertainment, blending illusions of the past with the present, and projecting them into a 
fairytale future. This is a frequent phenomenon in all walks of lite, from politics to art. 

R.N. Is there any connection between the fact that you left Romanía in 1993 to settle abroad and the way you approach the topic of emigration, 
namely from a position complementary to the sedentary navigator? Do the objects you normally use contribute in any way to restoring the original 
médium? 

D.M. The fact that for some time now l've been busy in other parts of the world doesn't necessarily mean that I left Romania. Besides, I don't have 
any other cltlzenshlp apart from being Romanian, something I noticed disappoints many people when it comes down to it. Emigration means a lot 
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ín timp ce sectiile UAP de picturá, sculpturá sau graficá detin cáteva sute de spatii numai ín Bucuresti, multe dintre ele fiind transfórmate ín depozite 
de cátre detinátori sau pur si simplu sub-ínchiriate. Sectia multimedia are unul sau douá ateliere, venlte odatá cu artistii care s-au mutat de la alte 
sectil la ínfiintarea acesteia, la ínceputul anilor 2000. 

UAP nu are cum sá se schimbe decát din interior iar faptul cá tinerli nu sunt motivati sá intre si sá deviná majoritari, o condamná la aceeasl amortealá 
si ín continuare. Am fost de curánd la o sedintá / plenará pe tara pentru alegerea presedintelui si am asistat la un spectacol jalnlc: bátráni frustrati si 
furiosi, care dintr-o data se simteau bágati ín seamá, ascultati, cáci votul lor conta, se urcau pe scená si confiscau microfonul strigándu-si ín el ura 
tata de unii colegí, precum si nemultumirile acumúlate de-a lungul acestei tranzitii dificlle. Foarte trlst. 


Interviú cu Dan Miháltianu 

Raluca Néstor: h anii optzeci ati folosit douá iconuri ale societátii románesti - pufoaica si jeans-ii. De ce tocmai acestea si, dacá ar fi sá aiegeti unul 
sau mai multe noi iconuri pentru Románia postdecembristá, la ce v-ati opri? 

Dan Miháltianu: Hainele sunt un material de studiu ce apare ín desene, fotografii si instalatii íncepánd cu sfársitul anilor '70. Unele sunt oblecte 
persónate (¡eans), áltele obiecte abandónate, íntr-un grad avansat de descompunere (pufoaica), avánd o conotatie colectiva. Un echipament de 
protectie pe santler, ín mlná sau agricultura, purtate ín egalá másurá de cei ce construiau socialismul pe santierele táril sau ín lagáre de muncá fortatá. 
Nu stiu dacá imaglnile, materialele ori conceptele cu care lucrez ín prezent vor devenl “iconice” cándva, acest lucru scapá de regulé de sub controlul 
creatorulul. Dacá da, atunci cele 100 de blocuri de betón ce contin cáte o stlclá de coniac Unlrea au potentlalul de a deveni “oblecte de cult” (vezi 
Union, MNAC, 2005). 

R.N. h cadrul instalafiei dumneavoastrá expuse la MNAC tn perioada octombrie 2004 - mai 2005, Divided Bucharest, ati reusit sá realizad o radiografíe 
a Bucurestiului anilor '80. La ce vá refereati cánd foloseati sintagme ca socul Prezentului, Disneylandizare? 

D.M. “Socul Prezentului” se refera la momentul cánd constructla soclallsmulul, orientatá spre un viltor neprecizat, a esuat íntr-un prezent ce a fost luat 
drept fundament pentru construirea unui alt viltor, la fel de ¡ncert ca si cel anterior. 

“Disneylandlzarea” este íncercarea de transformare a realitátli ín entretainment, ímbinánd iluzii ate trecutulul cu prezentul si proiectándu-le íntr-un viitor 
de basm. Un fenomen prezent ín tóate aspectele societátii actúale de la política la arta. 

R.N. Existá vreo legáturá intre faptul cá in 1993 ati párásit Románia pentru a vá stabili in stráinátate si modul in care abordad tema emigrárii, anume 
de pe pozitii complementare navigatorului sedentar ? Esentele dumneavoastrá de obiecte au vreun aport in recompunerea mediului originar? 

D.M. Faptul cá de o vreme sunt ocupat ceva mal mult ín alte zone din lume nu ínseamná cá am párásit Románia. Nici nu am o alta cetátenie ín atara 
celel románe, lucru ce am constatat cá dezamágeste pe multé lume cánd vine vorba. Emlgratia implica ceva mai mult decát schlmbarea de domiciliu. 
Legat de asta, íntr-o serie de lucrári reconstituí diverse spatii unde am locuit si lucrat, cum ar fi atelierul din Bucuresti reconstltuit la ZKM ín Karlsruhe 
si atelierul din Berlin reconstituit la Muzeul National de Arta din Bucuresti. Ele nu mizeazá pe recompunerea mediului originar ín varianta nostalgicá tsf 
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more than a change of residence. Speaking of which, in a series of works l've reconstructed the various areas where I used to live and work, such 
as the workshop ¡n Bucharest reconstructed at the ZKM ¡n Karlsruhe, and the workshop ¡n Berlín reconstructed at the National Museum of 
Contemporary Art in Bucharest. They don't depend on reconstructing the original médium as a nostalgic versión, but on the simultaneous existence 
of certain spaces and the possibility of navigating between them according to principies that are different from the classical ones. Just like the 
difference between browsing through a VHS cassette and a DVD, going from one place to another doesn't require a time lapse (not even fast forward): 
you can jump from one step to another. Decoding / linear reading is replaced by the “random mode”. 

R.N. In 1993 you started concentrating on the study of liquids, distillations, liquidations and liquidities, transparency and clarity in politics, access to 
the oceans, seas and rívers, all within investigations concerning urban overcrowding and the contemporary lifestyle, vacillating between globalisation 
and identity («Great Distillations» 1993 - 199, « Alcohology» 1998 - 1999, « Liquid Cities» 1999 - 2002, «Liquid Matter» 2000 - 2005). What has made 
you return to those themes? 

D.M. It is generally difficult to identify the real reason why we concéntrate on certain artistic processes. It is probably an inherent “Creative instinct”, 
besides the other instincts - survival, sexual, maternal, social, etc. - that urge us to do so. So we come across “natural bom poets”, “natural born 
painters”, “natural born students”, “natural born entertainers” and even “natural born liquidators”. An in-depth analysis of the theme of liquids and the 
Liquid Matter project is given by Anca Mihulet's text, where some of the answers to these questions can be found. 

R.N. Can you identify in your «Union» project (100 concreted bottles of Unirea brandy), which ivas on show in 2005 at the MNAC, consequence of 
the years when the subREAL group was involved in projects like«The Food Store» or«Draculaland», conceived around traditional Romanian producís? 

D.M. Concreting the bottles of Unirea brandy was not an attempt to identify a traditional Romanian product and empower it with archetypal valué. 
The project was nltial y meant to use Absolut Vodka products, but it seemed that no agreement was reached between the representatives of the 
museum and the firm in Romanía. 

Another idea, besides concreting the bottles, was to introduce a thlrd tap - hot water, coid water and vodka - throughout the entire building in an 
attempt to Disneylandise the Peoples 1 House (Parliament Palace). The entire world's production of alcohol would probably not have been enough to 
do that, so we gave up on that in the end. 

Unirea brandy was the only alterative I was offered and the work therefore took another direction, since Union ironically highlights how the Parliament 
Palace and the MNAC have profoundly divided the small but active Romanian artistic scene. 

R.N. As both artist and curator involved in cross-cultural and cross-media projects, and as a professor at the Bergen National Academy of the Arts, 
Norway, what policies and strategies do you think the UNAB (National University of Arts in Bucharest) and other Romanian university centres should 
implement in this domain with a view to integration into the International network of education in art? 

D.M. I think that in the near future the national education systems will be replaced by more flexible and unconventional forms. A recent example, 
Manifesta 6, which among other things can be regarded as an attempt to bypass the traditional institutions of education in art, is just the beginning 
of the end. An artist doesn't really require a diploma unless he is aiming for a job in education, though this isn't a general rule. Becoming an artist is 
a long-term process; it is personal rather than institutional. In this respect, I don't think l'm in a position to suggest a strategy to the fine arts universities 
¡n Romanía. 



pe exlstenta simultaná a unor spatii si pe posibilitatea de a naviga íntre ele dupa alte principii decát cele claslce. Asemánátor cu dlferenta dintre a 
naviga pe o casetá VHS si pe un DVD, deplasarea de la un punct la altul nu mai necesita o derulare ín timp (nici chlar fast forward) el se poate sari 
de la un capitol la altul. Decodarea / Citlrea liniara este ínlocultá cu "random mode”. 

R.N. hcepánd cu anuí 1993 v-ati concentrat asupra studiulul lichidelor, distilárilor, lichidárilor si lichiditátilor, transparentei si claritátii tn politicá, 
accesului la oceane, mári si ráuri, ín cadrul unei investigatii asupra aglomerárilor urbane si a stilului de viata contemporan pendulánd íntre globalizare 
si identitate («Great Distillations» ‘93- '99, «Aicohoiogy» ‘98- '99, «Liquid Cities» '99-2002, «Liquid Matter» 2000-2005). Ce v-a determinat sá reiuati 
aceastá temática? 

D.M. ín general este greu de identificat care este cu adevárat motivul pentru care ne concentrám asupra anumltor procese artlstlce. Existá probabil 
UJ1' “instinct creativ” natural pe lángá celelalte ¡nstlncte: de supravietuire, de reproducere, matern, de turma. Astfel íntálnim "natural bom poets", 
"natural bom palnters", "natural born students”, "natural born entretalners” si chiar "natural bom liquldators”. O analizá mal aprofundatá asupra temei 
lichidelor si a proiectului Liquid Matter este textul Ancái Mlhulet, únele ráspunsuri pot f¡ gáslte acolo. 

R.N. Puteti identifica tn proiectul dumneavoastrá «Union» (100 de sticle de coniac Unirea túrnate Tn betón), expus la MNAC ?n 2005, decantan ale 
anilor in care grupul subReai aborda proiecte ca «Alimentara», «Dracuiaiand», construite ?n jurul produselor tradifionale románesti? 

D.M. Turnarea sticlelor de coniac Unirea ín betón nu este o íncercare de a identifica un produs traditional románese si a-l Investí cu valente arhetipale. 
Proiectul initial ar f¡ trebult sá foloseascá Absoiut Vodka dar se pare cá nu s-a ajuns la o Tntelegere íntre muzeu si reprezentantii firmei din Romanía, 
ín atará de turnarea sticlelor ín betón, o altá Idee era de a Introduce un al treilea robinet, apá caldá, apá rece si vodcá, ín íntreaga cládire, íntr-o 
íncercare de “Dizzylandlzare” absolutá a Casel Poporului. Probabil nu ar f¡ ajuns íntreaga productie mondialá de alcool pentru asta, de aceea n'd nu 
am mal ¡nsistat. 

Unirea a fost singura alternativá ce mi s-a oferit. Lucrarea a luat astfel o altá directie, Union se referá ironic la faptul cá Palatul Parlamentulul si MNAC 
au dlvlzat profund mica dar activa scená artística románeascá. 

R.N. Ca artist si curator implicat ín proiecte transculturale si transmediale, totodatá ca profesor la Colegid de Arta si Design, Bergen, Norvegia, ce 
politici si strategii considerati cá ar trebui aplícate de UNAB si de catre celelalte centre universitare románesti din domeniu ín vederea integrara ín 
reteaua internationalá de ínvátámánt artistic? 

D.M. íntr-un viitor destul de aproplat cred cá sistémele educationale nationale vor f¡ ínlocuite de alte forme mai flexibile si neconventionale. Un exemplu 
recent, Manifesta 6, ce printre áltele poate ti interpretatá ca o íncercare de pasare (by pas) a institutlllor clasice de ínvátámánt artistic, este doar 
ínceputul sfarsitului. ín principlu un artist nu are nevoie de niel o diplomá decát dacá vrea sá obtiná un job ín ínvátámánt, desi nici asta nu este o regulá 
absolutá. A deveni artist este un proces índelungat, mal degrabá personal decát institutional. ín acest sens nu cred cá sunt ín másurá de a sugera 
vreo strategie de urmat universitátilor de artá din Románia. 
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Interview with subREAL 


Raluca Néstor: What is the ingredient that brought the three founding members ofthe subREAL group closer to each other? 

C. D. I was linked with Dan Miháltianu by a friendship ever since 1975, when by accident we did the military Service together, under quite appalling 
circumstances actually. Thus in 1990, when we founded subREAL, we already had a constant personal and emotional as well as intellectual bond for 
about fifteen years. subREAL somehow became the outcome of this itinerary. losif I met in the mid-'80s, in the context of The MirrorSpace and House 
pARTy, when I immediately liked both his professionalism and the stand-offish-ness he brought along from Banat to keep us “the Bucharest people” 
at a respectful distance. losif wasn't a member of subREAL from the very beginning; the concept and the necessity of subREAL were devised and 
created by Dan and me. However, he took part in the movement from its first event, as a photographer documenting the East-West Avenue event. 
From our second event, the exhibition / happening The Food Store (Alimentara) we decided that he should be integrated into the group because we 
felt losif was bringing a boost of energy in the routine established between Dan and myself. As far as I am concerned, what kept us together all these 
years, are that kind of small things. 

I.K. I think it was a particular sense of humour we all shared in the early ’90s. 

D. M. There are various ways of judging things and thus the three members involved in the subREAL “business’’ probably have their own visions on 
the origin and founding of the movement. 

subREAL didn't emerge from nothingness ñor from the ashes of the revolution, but it is built on common ideas, experiences and visions that started 
to take shape in the mid-1980s. Even if at first there was no plan of action, it developed gradually during 1988-89 by way of meetings and discussions 
between Cálin and me that took place as many times per month as was possible. The rendezvous point was the Moldova restaurant, halfway between 
my workshop on Maria Rosetti Street and the editorial office of the Arta magazine on C.A. Rosetti Street. This must have been the connotation of the 
phrase in the manifestó: “A prívate initiative born of a lifelong experience of avoiding conflicts with reality”. Lest I tum this set of answers into a “saga 
novel”, let me now refer to the setting up of the group that occurred on the fly in the spring of 1990, when we chose the ñame subREAL. Even if 
initially we considered some of our previous common projects in the 1980s to have happened under the subREAL umbrella, East West Avenue was 
still the first true subREAL event. losif, having settled in Bucharest and sharing the same ideas and aspirations, joined us and the trio formula was 
established once The Food Store project carne into being. 

R.N. Does the ñame ofthe artistic group subREAL conceal an ironic quotationtst reference to surrealism, sub-reality? 

C. D. From my point of view, subREAL emerged on the background of hysteria and paranoia of 1990, when things seemed to go from bad to worse. 
We felt even more than before isolated culturally within our own profession, and this caused a sort of desperation that determined us to look for a 
different platform. So we established this group, whose ñame surely refers to surrealism in two ways: 1. critically - since we perceived surrealism as 
a result of over abundance and narcissist self-indulgence from the part of a bourgeoisie saturated with leisure and freedom; 2. ironically - since we 
carne from a back ground of poverty, hardship and dreadful insecurity under the pressure of political pólice, all those wonderful facts that made us 
look into the pathetic guts of sub-reality. 

I.K. Of course the ñame refers to surrealism. Flowever, while the latter implied taking refuge in sleep in order to experience a world of fantasy, 
populated with extreme incidents, subrealism provided us with a similar experience in the impending reality which, what's more, never carne to an 
end. 

Draculaland, one of the umbrella-projects on which the group carried out their activities in the first years, is relevant in this respect. Draculaland is a 
topsy-turvy Disneyland. If Disneyland you just visit, in Draculaland you are born and doomed to live. In this place blood is real, the wallet once stolen 
is never returned, while the admittance ticket is rather a getaway rather than an entrance pass to this "magical realm". At first we thought subrealism 
was typically Romanian, but as we were able to travel and even reside for periods of time in other countries, we carne to realize that we were dealing 
with an international concept with particular characteristics from one cultural-geographical area to another. 

D. M. subREAL mainly refers to sub-culture and underground, but it also makes ironic references to some pre- and post-communist patterns that are 
apparent under another forgotten acronym: SubReaL. In the 1980s, SRL meant “Reduced working week” (“Sáptamána redusá de lucru”), which was 
a day off given depending on the achievements made towards the socialist achievement plan). Today it means “Limited Liability Company” (“Societate 
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Interviú cu subREAL 


Raluca Néstor: Care este ingredientul care ¡-a apropiat pe cei trei artisti participanti ai grupului subReal? 

Cálin Dan: De Dan Miháltianu má leagá o prietenie veche, íncá din 1975, cánd printr-o coincidentá administrativa lotul nostru de studenti proaspát 
admisi la Institutul de Arte Plastice “Nicolae Grigorescu” a fost trimis pentru stagiul militar la Unitatea Militará 0835 a trupelor de Securitate si Interventie 
ale Ministerului de Interne. Amuzant, nu? Acolo i-am cunoscut pe Teodor Graur, Olimpiu Bandalac si pe alti cátlva colegí care mai tárziu au format 
cercul meu din studentie si din primii 15 an¡ de profesie. subREAL a venit oarecum ín consecinta acestui traiect. Pe loji il cunosteam de mai putin 
timp, de la jumátatea anilor '80, din evenimentele Spafiul Oglidá si House pARTy, unde íi remarcasem profesionalismul si bátosenia, ambele de 
sorginte bánáteaná. subREAL ca idee si ca necesítate a fost identificat si creat de Dan si de mine, loji a fost aláturi de noi íncá de la Tnceput, ca 
documentarist al actiunii East-West Avenue. De la actiunea urmátoare - Alimentara - am decis cá el trebuie integrat ín grup, deoarece aducea 
element dinamic important ín rutina dintre Dan si mine. ín ceea ce má priveste, ceea ce ne-a adus si tinut ímpreuná au fost lucrurile astea márunte. 

losif Király: Cred cá un anumlt simt al umorului pe care ÍI aveam cu totli la ínceputul anilor '90. 

Dan Miháltianu: Existá nenumárate versiuni ale realitátii astfel si cei trei implicad ín “afacerea” subREAL ísi au probabil propriile viziuni asupra orlginil si 
ínfllntárii grupului. 

SubREAL nu a apárut din neant si nlci din cenusa revolutiei, el se bazeazá pe idei, experiente si viziuni comune ce s-au coagulat íncepánd cu mijocu 
anilor '80. Chiar dacá laínceput nu a existat un plan de actiune, acesta s-a conturat treptatín '88-'89 prin íntalniri si discutii, pe cát posibil lunare, 
íntre mine si Cálin. Locada era restaurantul Moldova ce se afla la jumátatea drumului dintre atelierul meu din Maria Rosetti si redactia revistei Arta de 
pe C.A. Rosetti. La acestea se refera probabil fraza din manifest: “o initiativá privatá náscutá din índelungata experientá a evitárii conflictelor cu 
realitatea”. Pentru a nu transforma setul de ráspunsuri íntr-un “román fluviu” trec la ínfiintarea grupului ce a avut loe din mers ín prlmávara lui 1990, ín 
momentul cánd am adoptat titulatura subREAL. Chiar dacá ¡nidal am considerat cáteva actíunl comune anterioare din anii '80 ca fiind manifestári 
subREALE, totusi East West Avenue a fost primul eveniment cu adevárat subREAL. losif care ímpártea aceleasi idei si aspiratii, prin stabilirea sa la 
Bucuresti, s-a asociat natural si, odatá cu actiunea Alimentara, formula de trei a fost stabilitá. 

R.N. Numele grupului artistic subReal ascunde o ¡ntenfie ironicé, citationista pentru suprarealitate, suprarealism? 

C. D. Din punctul meu de vedere subREAL a apárut pe fondul unei isterii paranoide care a desfigurat anuí 1990, cánd lucrurile páreau cá merg din ráu 
ín mai ráu. Dupá zeci de ani de latentá, disperarea noastrá ín fata obtuzitátii grobiene a breslei, sentimentul izolárii cultúrale au izbucnit la suprafatá; 
si ca ráspuns la haosul ce ínlocuise - previzibil pot spune acum - ínghetarea din timpul dictaturii. Numele de sub-REAL se referá la supra-realism ín 
douá feluri: ironic (suprarealismul fiind perceptibil ca un rásfát provocat de saturada culturalá si de ignoranta politicá - vezi fascinada pentru URSS), 
dar si cómplice - fiind o miscare dezvoltatá pe fundalul pauperitátii, al incertitudinii economice si existentiale. Din ratiuni de simetrie, dar si de 
radicalitate, am decis cá strategia noastrá sá nu fie una de survolare c¡ dimpotrivá, una de cufundare ín máruntaiele unei realitáti sordide, care trebuia 
demontatá dináuntru, pe dedesubt - de unde sub-realitatea. 

I.K. Desigur numele face trimitere la suprarealism. ínsá, ín timp ce acesta presupunea o refugiereín somn pentru a experimenta o lume fantasticá, de 
multe ori sinistrá, cu experiente extreme, dar care dispare odatá cu trezirea, subrealismul íti oferea o experientá similará ín ¡mediata realitate, cu ochii 
deschisi si care pe deasupra nu se termina niciodatá. 

DraculaLand, unul din proiectele umbrelá sub care grupul a actionat ín primii ani, este relevant ín acest sens. DraculaLand este un Disneyland pe dos. 
Dacá pentru Disneyland trebuie sá cumperi bilet ca sá vizitezi relaxat un spatiu ín care stii cá, chiar dacá íntálnesti vrájitoare si banditi, care te sperie, 
acestia nu au cum sá-ti facá vreun ráu (cáci sángele e ketchup iar gloantele, chiar dacá fac poc, nu te gáuresc), ín DraculaLand te-ai náscut fárá voie 
si esti condamnat sá tráiesti. Acolo, sángele e sánge si portofelul odatá luat nu ti-l mai dá nimeni ínapoi, biletul folosindu-ti mai curánd ca sá evadezi 
decát ca sá intri ín acest “perimetru magic”. La ínceput am crezut cá subrealismul este specific románese, ínsá cálátorind si chiar tráind pentru mai 
scurte sau mai lungi perioade ín alte tári, ne-am dat seama cá aveam de-a face cu un concept international, cu caracteristici specifice de la o zoná 
cultural-geograficá la alta. 

D. M. subREAL se referá ín principal la sub-culture si underground dar are si referiri ironice la cáteva formule pre si post decembriste, ce pot f¡ deslusite 
dintr-o alta siglá uitatá: SubReaL. “SRL” desemna ín anii '80 “Sámbáta Recuperabilá Lunará” (sau cam asa ceva, ce se acorda liberá ín functie de 
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cu ráspundere limitatá”). The allusion to SRI (“Serviciul Román de Informatii”, the Romanian Intelligence Service, the successor organisation to the 
Securitate after 1989) wasn't excluded either, ñor was that to surrealism (clearly the opposite of that movement). 

Andrei Pintilie once asked me ironically whether the correct spelling was suptREAL or subREAL. Of course, I replied that “supt” (which means 
“sucked” and in the same time an archaic versión of "sub” as pronounced by the uneducated) better expressed the aspirations of the movement, but 
that we had adopted “sub” in order to avoid archaisms. 

R.N. In the manifestó published in «Contrapunct» in February 1991 you defined yourselves as a prívate initiative stemming from the lifelong experíence 
of avoiding conflicts with reality, and your fundamental objective was fighting the real and promoting the well-being beneath reality. You campaigned 
for replacing the ANTI fashion with the SUB one, stating that there were enormous chances of discoveríng the truth from SUBhistory to SUBIime. 
What is the result of this 17 year quest for the truth? 

C.D. I'm not sure whether there is a conclusión that can be drawn after 17 years of subREAL, for the simple reason that, though currently in a status 
of idleness, subREAL is also a State of mind, something indestructible, related to our continuous evolution. I cannot speak on behalf of the others, 
but as long as I continué to be active, that particular period of my professional and spiritual biography will continué to be part of what I am today. 
Even at a quick look, subREAL appears to be a complex cluster of events, phenomena, places, people, and I don't believe it can be summed up in 
a few sentences, at least not right now and not by those who were directly involved with it. 

I.K. The result is visible and it consists in all that we've done. We let other people comment on it. 

R.N. Why did the subREAL group start exploríng the chaotic reality of Romanian society after the events of 1989 at Ceausescu's Palace (East West 
Avenue, 1990)? Was the UAP also involved in finalising the building? 

C. D. I spent the 80s in the proximity of the demolition site on the Uranus hill, which subsequently became the building site for the Peoples 1 House. I 
was living in the neighbourhood and my spiritual and ¡ntellectual biography was deeply marked by this occurrence, to the extent that my work refers 
more than often than not to the ways I perceived and understood architecture at that time. 

It comes as no surprise that the first manifestation of subREAL took place in that place and ¡n relation with that building; moreover, the props used 
in East West Avenue were replicas of signs I used to see in the early 80s on the construction site, signs that the workers would place wherever some 
of their comrades died in labour accidents. Thus East West Avenue was actually an almost literal enacting of some events in my biography, obviously 
infused with a drop of cynicism and irony, which were asserted by us as the keystone of subREAL in its first phase. 

At no point was UAP considered, since for us it only represented a structure of opportunity, a place where you could or couldn't obtain amenities 
such as a studio or loans. The complicities established by the UAP with the communist regime, directly and / or through some of its members were 
uninteresting and not much different from those of the entire society. 

D. M. Even if the fountains in the centre of the boulevard represent the work of UAP foremost members, like many other of the palace's accessories, 
the action itself clearly doesn't refer only to that. The ñames and trades written on the plaques beside the green area in the middle of the boulevard 
represented a sort of ridiculous memorial to all those who contributed, willingly or unwillingly, to the "Victory of Socialism" over Bucharest. 

R.N. What is the significance that traditional producís such as Carpafi cigarettes, mustard and pickle jars or greasy forcemeat batís from «The Food 
Store» acquired in your works from the ‘90s? Is it about an ironic pledge in dialogue with consumerist society? 

C.D. While working on The Food Store, or later on The Castle from the Carpathians we were in no position of commenting on the consumerist society, 
as we didn't experience it yet at its ful!. What we knew too well was lite under dictatorship, with an everlasting poverty pushed to such extremes that 
it transformed the society into a brutish mass of hunters and gatherers. Therefore our territory of research was this reverse consumerism where, with 
nothing to consume, all the emotional energy of the individual was feeding the unstoppable urge for consuming something / anything, at all costs. 
During the 80s the Romanian society was practically functioning around strategies of taking into possession and the whole thing gained a symbolic 
kind of momentum: you had meet on the table, you were empowered; you could grab a new book from under the counter - you were part of the 
elite, and didn't even had to bother reading it. Basically every aspect of the transient, of the every daily became archetypal: “I eat therefore I exist” - 
a regressive trip from Descartes to Neanderthal. That was the back ground of our first installations, including Eurasia, where we tactically explored 
that unbelievable small trade developed between Romanía and Turkey at the beginning of the '90s, which represented for us not the first instance of 
consumerism, but rather an expansión of the material and spiritual poverty defining our society in the '80s. 

I.K. The Food Store was an ultímate homage paid to that dearest institution from the communist epoch, and which we felt would disappear under 
the pressure of the new system, soon absorbed by the super and hyper markets. The undercooked minced meat balls grilled and pierced with 
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realizarea planului de Tntrecere socialista), ori “Societate cu Ráspundere Limitatá” ín prezent. Nici aluzia la “SRI” nu era exclusa, rilci cea la suprarealism 
(evident opusul acestula). 

Andrei Pintilie m-aíntrebat odatá ironic care este grafia corectá: suptREAL ori subReal. l-am ráspuns cá evident “supt” exprima mai bine aspiratiile 
grupului dar am adoptat “sub” pentru a evita arhalsmele. 

R.N. Jn cadrul manifestului publicat fn «Contrapunct» fn februarie 1991 va defineafi ca o ¡nitiativá prívatá náscutá din fndelungata experientá a evitárii 
conflictelor cu realitatea si va propuneati ca obiectiv principal combaterea realului si promovarea bunul mers pe dedesubt. Militati pentru fnlocuirea 
modei ANTI cu moda SUB, amintind cá de la SUBistorie la SUBIim se gásesc uriase posibilitáfi de a afla adevárul. Care este rezultatul quest-uiui 
fntreprins fn acesti saisprezece ani in cáutarea adevárului? 

C.D. Nu cred cá má aflu Tn pozitla de a trage concluzia a 16 ani de subREAL. Chiar si ín prezenta taza de latentá, subREAL rámáne o stare de spirit. 
ín ce má priveste, atáta timp cát voi fi activ, aceastá parte a biografiei mele va continua sá marcheze ceea gándesc si ceea ce tac. Privit acum din 
goana trenului, subREAL e o poliarticulatie de evenimente, de fenomene, de locuri, de persoane si nu cred cá este posibil sá sintetizezi asta ín cáteva 
idei punctuale, ín orice caz nu acum si nu de cátre cei care au fost implicati ín mod direct ín miscarea respectivá. 

I.K. Rezultatul este palpabii si stá ín ceea ce am fácut. íi lásám pe altii sá-l comenteze. 

R.N. Care a fost motivul pentru care explorares grupului subReal asupra realitáfii haotice din Romanía postdecembristá a pornit de la Palatul lui 
Ceausescu («East West Avenue», '90)? Era vorba si despre implicarea UAP fn finalizares cládirii? 

C. D. Am petrecut anii '80 ín vecinátatea nemijlocitá a santierului de demolári din dealul Uranus, devenit apoi santierul de ridicare a Casei Poporului. 
Locuiam ín zoná si biografía mea a fost marcatá de aceastá apropiere, lucru pe care l-am constientizat destul de lent si nu ín tóate implicatiile lui. Port 
dupá mine acest bagaj si ín ziua de astázi: ín mare másurá ceea ce lucrez acum are de-a face cu acel deceniu opresiv. 

Elementele sárace folosite ín East West Avenue erau replici ale unor semne vázute de mine ín anii '80, semne pe care muncitorii de origine ruraiá 
implicati ín construirea Casei le asezau ín locurile ín care colegí ai lor muriserá ín mod accidental. Era vorba deci de traducerea unor momente 
autobiografice, cárora li s-a aplicat acel filtru de cinism pe care ni l-am asumat ca trásáturá definitorie pentru subREAL, ín special ín prima sa fazá. 
UAP nu a intrat nici o clipá ín discutie deoarece pentru noi ea nu era decát o structurá de oportunitate, un loe ín care puteai, sau nu, obtine niste 
facilitáti gen atelier, ímprumuturi, cálátorii. Complicitátile pe care UAP, direct si / sau prin unii membri ai sái, le stabilise cu puterea comunistá erau 
neinteresante, previzibile si ín fond deloe diferite de cele ale íntregii societáti. Sigur cá ín anii '80 priveam cu oarecare invidie cátre Uniunea Scriitorilor 
sau cei putin cátre sectiuni ale acesteia care fuseserá, cei putin comparativ cu sus numita UAP, un fel de “bastión al rezistentei”. Aceasta din urmá a 
fost si a rámas o institutie obositor de previzibilá, care nu meritá favoarea unei adresári critice. 

D. M. Chiar dacá fántánile din mijlocul bulevardului sunt opera Uniunii Artistilor Plastici prin membrü sái de várf, ca si multe alte accesorii ale palatului, 
actiunea ín sine nu se referá explicit la acest fapt. Numele onomastice si meseriile ínscrise pe táblitele ínsiruite de-a lungul spatiului verde din mijlocul 
bulevardului sunt un fel de memorial derizoriu al tuturor celora care au contribuit cu voia sau fárá voia lor la “Victoria Socialismului” asupra capitalei. 

R.N. Care este semnificafia pe care au cápátat-o fn lucrárile dumneavoastrá din anii ‘90 produseie tradifionale de tipul tigárilor Carpafi, borcanelor de 
mustar si muráturi din « Alimentara», mititeilor unsurosi? Este vorba despre un angajament ironic fntr-un dialog cu civilizatia consumistá? 

C.D. Cred cá la íntrebarea asta am ráspuns partial anterior: Alimentara sau Castelul din Carpafi nu vizau civilizatia consumistá, inexistentá atunci ín 
Románia. Adresa acelor lucrári era consumerismul pe dos din timpul dictaturii, acea manifestare visceralá a nevoii de a avea / ingera / digera, care 
absorbea aproape integral energía emotionalá a populatiei; care distorsionase dinámica socialá páná la a functiona exclusiv ín jurul strategiilor de 
identificare si luare ín posesie a “resurselor” ca manifestare a puterii (aveai carne, erai cineva, posedai cartea X - era suficient, nu mai trebuia sá o si 
citesti); care transformase ín ultimá instantá orice resurse din aspecte ale tranzientului cotidian ín simboluri de identitate: mánánc deci sunt, o regresie 
de la Descartes spre Neanderthal. Activitatea freneticá ducánd la reificarea dorintei apare si ín Eurasia, unde am exploatat ín mod tactic incredibilul 
trafic de bunuri dintre Románia si Turcia de laínceputul anilor '90. Trafic ce era nu atát o primá manifestare a consumismului, cát o extindere a sáráciei 
materiale si mentale care ne-a marcat ín anii '80. 

I.K. Alimentara a fost un ultim omagiu pe care l-am adus acelei ¡nstitutii atát de dragá tuturor ín época comunistá si care simteam cá va dispárea sub 
presiunea noii oránduiri, fiind curánd ínghititá de super si hiper-market-uri. Mititeii cruzi-ínsángerati strápunsi de mini-tepe (scobitori) erau parte din 
instalatia Draculaland fácutá la Bistrita, ¡ar cele 3500 pachete de tigári Carpati formau o “Casá Poporului” ín instalatia Castelul din Carpafi ce a fost 
expusá íntr-un castel din Varsovia (Centrul de artá contemporaná Ujazdowski). íntr-adevár lucrárile respective fáceau trimiteri cátre civilizatia 
consumistá si implicatiile acesteia ín arta contemporaná. 
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toothpicks were part of the Draculaland installation realized ¡n Bistrita, and the 3500 packets of Carpati cigarettes formed a Ceausescu's Palace in 
the installation The Castle in the Carpathlans that was displayed ¡n a castle in Warsaw (the Ujazdowskl Centre of Contemporary Art). You can say that 
these particular works made reference to consumerist society and its implications in contemporary art. 

R.N. In 1991 you were the curators of a large exhibition - “The Sex of Mozart”. What was the aim ofyour curatorial program approached from the 
post-communist Romanian perspectlve? 

C.D. The Sex of Mozart was an initiative highlighting the same lost world present in The Food Store and The Castle from the Carpathlans, namely a 
world where it was unconceivable for a publication to put out the smallest inch of skin, the same way it was unconceivable to buy a book in which 
the word “sex” would be prlnted, not only on the cover, but even inside. The communist regime promoted chastity through all its power channels, 
including some of our fellow intellectuals prone to compromise. 

In 1990 we were nai've enough to believe that, once communism collapsed, we would enter a world of equal opportunities in the cultural setting. This 
didn't really happen. We didn't have to put up any more with the harsh administration of the activists and the Securitate officers in UAP, yet we had 
to cope with a new system, as doctrinare and concentrated on material interests as the previous, which stemmed now mostly from an area of “silky 
dissidence”, represented by an Orthodox art trend. The early '90s were characterized by a wave of aggressive and tasteless religious fanaticism, 
manifest in all levels of society. Former communist atheists dressed over into democrat politiclans crossed themselves with both hands in front of the 
media, while the cultural discourse was dominated by the wooden language radiating from a Church that hadn't helped us at all in the communist 
years, neither spiritually ñor socially, but became suddenly the reference point for many of our colleagues. This was the setting which determined the 
initiative of The Sex of Mozart - as a way of annoying the people who annoyed us and who jumped quite predictably to the bite, actually. 

The bicentenary of Mozart's death played of course a role in the launching of the concept. As Mozart's oeuvre has an important dark side under the 
light glittery surface, he was a potential representative model for the post-modernism so popular in the Romanian culture at that time, as he was 
disquietingly responding to the oppressive character of every day life in the early '90s. 

The exhibition was aiming at testing the artists 1 level of flexibility, namely how fast they could rally under the colours of a new concept. The Sex of 
Mozart didn't have a selection jury; it only presupposed a cali for participation. The more surprising were the contributions (coming from people it was 
hard to imagine getting busy with Mozart, with sex or with the sex of Mozart) the more excited (so to speak) we became. The exhibition was having 
its highlights but generally was a delibérate mess, a retum to the aesthetic of the salons, so important during the dictatorship. 

I.K. The Sex of Mozart was staged at a time when Romanian artistic life had taken a strong turn towards Neo-Orthodoxy (the new ñame given to the 
neo-Byzantinism of the ’80s), that started to assert ¡tself with obstinacy and puritanism as the new official art. The exhibition carne shortly after and 
in the same place that hosted a large exhibition called Phylocalia (Filocalia), who's opening was actually a Service held by the organizers along with 
bishops and priests. On view, apart from the artists you would have expected to see, you also discovered all sorts of official painters and sculptors 
from the communist era, converted overnight out of opportunism to what they imagined was the new direction of Romanian art. The Sex of Mozart, 
who had an opening in the Dadaist spirit, aroused a great deal of controversy that ultimately divided the waters that were quite muddled concerning 
Romanian art during those years. 

R.N. What determined you to turn the image archive of «Arta» magazine into an artistic project? Why were the installations from the «Art History 
Archives» series, launched at Kunslerhouse Berthanien in Berlin exhibited more in the Western world than at home? 

C.D. If the Arta magazine had really had an archive, subREAL wouldn't have probably worked with it. We must be clear about the concept here: it is 
difficult to work creatively with an archive; but it is easier to approach in such way chaotic information. And this was exactly what we had at our 
disposal: an informational chaos inviting us to explore it and to come up with possible answers for numbers of questions, or rather helping us to devise 
such questions. Our Creative impulse originated in the very State of pandemónium of that photo material. 

The project Art History Archive, generically known as AHA (a term chosen deliberately as a direct reference to the exclamation that expresses 
confusión or revelation - ahai), is known in Romanía to a smaller extent, basically due to the low interest manifested by the cultural institutions. Even 
those sympathetic to subREAL's research were suspicious towards what was considered as a possible damaging attack at the status quo installed 
after 1990, when oíd friendships and complicities hindered any attempt to come clean about the odd love affair between visual culture and the 
communist dictatorship. 

A problem with AHA is that it cannot be presented in its entirety without institutional support, precisely due to its complex structure. An exhaustive 
display might be important in order to make obvious the coherent unfolding of all steps and collaterals, from the initial installations in Künstlerhaus 
Bethanien to the latest staged photos from the Interviewing the Cities series. This project grounded ¡n the depository of Arta unfolded for 10 years 
(1995-2004) with an incredible conceptual coherence. 

While working in a residence at IASPIS Stockholm, we made a póster with the flow chart of our professional evolution where the Chain of projects fe 
the AHA series played a major role, stemming from each other almost graphically. Fortunately we understood that only very late, as it is extremely 
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R.N. tn anuí '91 ati fost curatoríi unui evenlment expozitional de proportii - «Sexul lui Mozart». Ce afi urmárít atunci prin programul curatoríal abordat 
?n cadrul contextului románese postdecembríst? 

C.D. Sexul lui Mozart a fost o initiativá inspiratá de aceeasi lume dispárutá din Alimentara sau Castelul din Carpati, o lume ín care era de neconceput 
sá vezi un centimetru de piele íntr-o publicatie, asa cum era de neconceput sá poti cumpára dintr-o librárie o carte Tn care cuvántul sex sá fie explicit 
tipárit, nu numai pe copertá dar nici undeva ínáuntru. Dupa 1989 mentalitatea ipocritá a comunismului pudibond a fost, neasteptat pentru mine naivul, 
prelungitá ín mod natural de cátre o nouá clasá de intelectuali. Nu mai eram confruntati cu clica venalá a activistilor si a securistilor din UAP, am 
dobándit ín schimb noi lideri de opinie (la fel de doctrinan si la fel de concentrati pe interese imediate ca si predecesorii lor), veniti din zona pseudo- 
dizidentei de catitea a artei ortodoxiste. La ínceputul anilor '90 bátea un val de nebunie religioasá de un intens prost gust, si dacá íntelegeam 
mecanismele care íl fáceau pe un activist ca Ion lliescu sau pe un om crescut íntr-o culturé atee ca Petre Román sá facá cruci cu ambele máini, era 
mai putin ciar de ce zona culturalá ín care noi vroiam sá operám, cea a artelor vizuale, a experimentului, trebuia sá sufere din cauza unei opresii din 
partea acelei religii care ín anii comunismului nu ne ajutase ín nici un fel, ba dimpotrivá. Dincolo de optiunile individúale ale fiecáruia, nu consideram 
cá institutiile religioase aveau un cuvánt ín plus fatá de alte institutii ori fatá de vocile individúale. Acesta e fundalul pe care se proiecteazá initiativa 
expozitiei Sexul lui Mozart, menitá a-i provoca la o reactie polemicé directá, pe cei care promovau pudibonderia ca principiu estetic si ontologic. 
ín enuntul expozitiei un rol important l-a avut desigur bicentenarul mortii lui Mozart, a cárui operé cuprinde o laturá íntunecoasá camuflatá pervers de 
suprafata vioaie, fárá asperitáti. Asta fácea din Mozart un posibil model al culturii postmoderne ín vogá ín Románia anilor '90-'91 si, ín orice caz, 
coincidea supárátor de mult cu caracterul sumbru al vietii din Románia acelor ani. 

Sexul lui Mozart cáuta ín acelasi timp sá testeze nivelul de mobilitate al artistilor, capacitatea lor de a se ínregimenta sub stindardul unei idei, alta decát 
cele promovate de saloanele oficíale din timpul dictaturii. Spre deosebire de antementionatele saloane, Sexul lui Mozart nu a avut juriu. Cu cát 
participárile erau mai surprinzátoare, venind din partea unor persoane despre care era mai greu de presupus cá ar f¡ putut sustine un dialog fie cu 
Mozart, fie cu sexul, fie cu sexul lui Mozart, cu atát eram mai íncántati. A fost toarte multé maculatura ín acea expozitie, lucru care nu a fácut decát 
sá ne bucure, páná la urmá fiind vorba despre o íntoarcere premeditatá la formatul de salón. 

I.K. Sexul lui Mozart a avut loe íntr-un moment ín care viata artisticá románeascá basculase puternic ínspre neo-ortodoxism (noul nume pentru 
neobizantinismul anilor '80), care íncepea sá se impuná cu intransigentá si puritanism ca nouá artá oficiala. Sexul lui Mozart a venit la scurt timp si ín 
acelasi spatiu ín care a avut loe o mare expozitie numitá Filocalia, al cárui vernisaj a fost practic o slujbá, tinutá de organizatori aláturi de episcopi si 
preoti. Pe simeze, pe lángá artlstli la care te-ai f¡ asteptat, descopereai ínsá tot felul de pictori si sculptori oficiali din perioada comunista, convertiti 
peste noapte, din oportunism, la ceea ce simteau e¡ cá este noua directie a artei románesti. Sexul lui Mozart, care a avut un vernisaj ín cheie dadaistá, 
a stárnit mai multe polemici ce páná la urmá au separat apele destul de amestecate din arta románeascá a acelor ani. 

R.N. Ce v-a determinat sá transformad arhiva de imagini a revistei Arta tntr-un proiect artistic? De ce au fost expuse instalatiile din seria «Art History 
Archives», inauguratá la Kunslerhouse Berthanien, Berlin tn 1995, mai mult tn Occident decát tn fará? 

C.D. Dacá revista Arta ar f¡ avut cu adevárat o arhivá, probabil cá subREAL nu ar fi lucrat cu materialele respective. Terminología este toarte importantá 
aici: e difícil sá lucrezi ín mod creativ cu o arhivá, ín schimb e mult mai usor sá abordezi creativ un depozit de informatie haoticá. si asta aveam noi la 
dispozitie, un haos informational care te invita sá íl explorezi si sá gásesti eventuale ráspunsuri pentru íntrebárile tale, ori mai curánd te ajuta sá 
formulezi íntrebári. 

Proiectul, numit generic AHA (deloe íntámplátor de altfel: titlul contine o referire directá la exclamatia exprimánd deopotrivá nedumerirea sau revelada), 
adic a Art History Archive / Arhiva de Istorie a Artel, este mai putin cunoscutín Románia ín principal datoritá interesului institutional scázut pentru grupul 
subREAL. Cauzele acestei lipse de ínteres sunt de douá tipuri: economice si ideologice. Pe cele economice nu le discut, sunt triviale. La nivel ideologic, 
a existat íntotdeauna o suspiciune, chiar si ín cercurile admiratorilor nostri, cá AHA poate vexa susceptibilitáti, amicitii, complicitáti mai vechi din 
interiorul cercurilor artistilor vizuali. Probabil cá si noi ne-am complácut íntr-o atitudine de auto-cenzurá. Fárá suport institutional nu era ínsá posibil ca 
un proiect de o atare complexitate sá fie prezentatín ansamblul sáu. lar o privire de ansamblu e importantá ín primul ránd ín Románia, avánd ín vedere 
coerenta cu care a crescut lent AHA, íntre 1995 - 2004. 

íntái am lucrat cu sutele de kilograme de fotografii din cutiile sálvate la desfiintarea revistei; dupá care am descoperit negativele din acelasi depozit, 
cu care am operat ín diverse moduri (inclusiv mai jos citatul Cinci valize)-, din acest preces s-a náscut proiectul Interviewing the City / Interviuri cu 
orasul, care cred cá este ceva mai cunoscut publicului din Románia. 

La un moment dat am fácut ímpreuná cu loji un arbore genealogic al ínlántuirii proiectelor din seria AHA, pornind de la constatarea cá ele se násteau 
uhúl din altul, aproape inginereste. Din fericire am realizat asta cátre sfársitul traiectului, pentru cá e sterilizant sá lucrezi ín conditii de total control, 
stiind care va fi pasul urmátor. Asa lucrurile s-au ínlántuit firesc, a existat o coerentá logicé intuitivá ín dinámica noastrá de dúo care a determinat acest 
tip de rásucire sistematicé ín jurul materialului, acea íncercare de a face tunele prin el íntr-un mod cát mai consistent. 
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dispiriting to consciously work in a derivative way. That is what that huge amount of material caused: a revolving approach to ¡t, a constant trying to 
sort it out, to make tunnels and paths through it, to keep track and not get lost in the process. 

I.K. The background of AHA is described at length ¡n the catalogue that accompanled subREAL in the Romanian pavilion at the Venlce Biennlal In. 
1999. Here I will only reitérate that it was not about an archive, whlch would imply an organizing effort according to certain criteria, but about a couple 
of hundred kilograms of photos, piled up ¡n envelopes and boxes, and about a few boxes of negative films that subREAL spared from destruction the 
moment the editorial staff of Arta magazine were forced out of thelr last headquarters. The spectre of these archives has been haunting post- 
communist Romanía (and ¡n general all the countries with similar regimes), and we thought it was a unique opportunlty of recuperating the artistic 
background of our training through those materials. After a year spent ¡n Berlin and 8 months in Stuttgart, durlng which we produced several projects 
starting from those materials, we handed back the archive to the Artexpo foundation, which we considered at that time the most competent to order, 
manage and further investígate it. At the moment the photographs and negative films are part of a larger archive of the National Museum of 
Contemporary Art. 

R.N. What was the impact that the «Data Corridor» photo-installation had within the first edition of « Manifesta», held in Rotterdam in 1996? 

I.K. Data Corridor was a “traveling” versión of the Dataroom project, realized in our studio at Künstlerhaus Berthanien. With each exhibition this work 
was greeted with enthusiasm because of its humour and functioned both as an object, presenting itself at one glance but, for whoever was interested 
and had the time, as a lead for study that could take hours of research and could always offer something new. This project also facilitated our 
participation in other significant International exhibitions, among which Site Santa Fe and the first Berlin Biennial 

R.N. What do the members of the subREAL group hide in the 5 suitcases they carry when travelling across Europe? (for instance the «5 Suitcases» 
project)? 

C.D. 5 Suitcases was actually a short-range project. Its purpose was to opérate a deconstructive analysis of the images from the negative collection 
we took over from Arta. We moved in that direction, extracting unexpected images, elements which had not been meant to be published and who 
de-conspired the relationship between the repro-journalist photography and the ideological context it so well serviced. Though romantic, the concept 
of suitcases travelling through the world didn't bear out, provided that the project lasted for only two years. The project that spread more was actually 
the Interviewing the Cities, which managed to establish landmarks on the physical and spiritual map of Europe by our way of looking at things though 
the camera lens. 

I.K. 5 Suitcases is a phase project situated between AHA (Berlin) and Serving Art (Stuttgart). It is concerned with the deconstruction of images from 
the archive, realized by magnifying on a 1:1 scale some marginal fragments on the original negatives that were never supposed to be visible in the 
end product, as the final picture was an art reproduction. Those comic-grotesque-touching details of the CeauSescu epoch - the image of a woman 
in her slippers holding a canvas, another woman's rubber boots, auxiliary characters accidentally appearing in the background - they all acquire new 
meanings from the perspective of the present. 

R.N. How would you describe your participation in the Venice Biennial in '93, '97 and '99 (achievements, expectations, disappointments, reactions 
at a national / International level)? How did you manage during these events ofgreat significance to establish connections with the International artistic 
community? 

C.D. As I look back, I see our participation in the Venice Biennial as a rather disappointing stand, due to extremely poor management and 
infrastructural assistance. In 1993 Aperto had been mismanaged by the chief coordinator Elena Kontova and her team of curators, and that affected 
the way our project was installed and perceived. 

In 1999, as the Romanian government tried for the first time a democratic approach, calling a curatorial competition for the national pavilion, the whole 
thing collapsed in yet another failure due to lack of budget and incompetence. There was no money to finance a site specific installation, while the 
work that was expected from us was site specific. The relation with the mass-media was also neglected. Furthermore, everything was tainted by the 
ridiculous intrigues of the former commissioner (a relie of the Communist era displaced by the new government policies), who tried to release himself 
of frustrations by accusing us of plagiarism. Therefore we invested the time given to prepare our participation in explaining to the organizers our status 
of conceptual photographers. 

I.K. Each time it was a nightmare. In 1993, being invited as independent and naive artists within the youth section Aperto, we realized we were 
powerless, in front of the fierce gallery owners that fought unscrupulously for the expansión of the spaces given to the artists they represented, namely 
the young wolfs of contemporary art: Matthiew Barney, Damien Hirst, Kiki Smith etc. By and large, the Venice Biennial is acknowledged for its poor 




I.K. Povestea AHA este spusá pe larg ín catalogul ce a ínsotlt participarea subREAL ín pavilionul románese la Bienala de la Venetla din 1999. Vo¡ 
repeta alci doar cá nu a fost vorba de o arhivá, care ar implica o ordonare si aranjare dupa anumite criterii a continutului, ci de cáteva sute de kilograme 
de fotografii, puse de-a valma ín plicuri si cutii, si de cáteva lázi cu filme pe care subREAL le-a salvat de la distrugere ín momentul ín care redactia 
revistei Arta a fost scoasá atará ín mod brutal din ultimul sáu sediu. Fantoma arhivelor a bántuit si íncá bántuie Románia postcomunista (si ín general 
tóate tárile cu regimuri asemánátoare) si ni s-a párut o ocazie unicá de a revizita prin intermediul acelor materiale contextul artistic ín care ne-am 
format. Dupa un an la Berlín si 8 luni la Stuttgart, timp ín care am facut mai multe proiecte pornind de la acele materiale pe care le-am studiat cu 
relaxare si amuzament, am ínapoiat arhiva fundatiei Artexpo, care am considerat nol la acea datá cá este institutia cea mai ín másurá sá ordoneze, 
sá gestioneze si sá investigheze ín vlitor acele materiale. ín prezent fotografiile si fílmele fac parte din arhiva mult mai mare a MNAC. 

R.N. Care a fost impactul ínregistrat de fotoinstalatia «Data Corridor» ín cadrul primei editii Manifesta, organízate la Rotterdam ín 1996? 

I.K. Data Corridor a fost o versiune “de circulat” a prolectului Dataroom, fácut la Kunstlerhaus Bethanlen, ín atellerul nostru. Acea lucrare a adunat la 
flecare expunere multi fani pentru cá avea umor si functiona pe de-o parte ca oblect, oferindu-se dintr-o privire, dar, pentru cine avea chef si timp, ca 
pistá de sudiu asupra cárela te puteai apleca ore íntregi, descoperind ín permanentá cáte ceva nou. Acest proiect ne-a adus participarea si la alte 
cáteva expozitii Internationale importante, printre care Site Santa Fe, si prima Blenalá de la Berlín. 

R.N. Ce ascund membrii grupárii subReal ín cele «5 valize» cu care cálátoresc prin Europa (vezi proiectul «5 Suitcases»)? 

C.D. Proiectul Cinci valize a fost toarte scurt, de fapt. Menlrea lui era sá opereze o analizá deconstructivá a imaginilor din colectia de negatlve 
mostenite de noi la disparitia revistei Arta. Am mers ín directia asta extrágánd din negative imagini insolite, elemente care nu fuseserá menite publicárii, 
apoi cáutánd sá aducem ín fatá detaliul menit sá deconspire rutinele fotografiei de reproducere si relatia cu ideologia. Ideea valizelor care cálátoresc 
prin lume ínsá, desi romanticá, nu prea se sustine. Interviuri cu orasul e proiectul care a cálátorlt íntr-adevár (inclusiv ín Románia), acolo am reusit 
realizarea unel hártl subiectlve a Europei cultúrale, asa cum o vedeam noi prin vizorul aparatului de fotografiat. 

I.K. 5 Suitcases este o fazá a proiectului situatá íntre AHA (Berlín) si Serving Art (Stuttgart). Este vorba de deconstruirea unor Imagini din arhivá, 
realízate prin márirea la scará 1:1 de pe negatlvele origínale a unor fragmente perlferice care nu trebulau sá fie vizlbile ín fotografía finalá, care era o 
reproducere de artá (acele comice-grotesti-duioase detalil ale epocil ceauslste: figura unei femei ín papuci de casá, care sustinea o pánzá, cizmele 
de caucluc ale alteia, personaje auxiliare intrate illcit ín cadru, dobándesc noi semnificatil din perspectiva prezentului). 

R.N. Cum ati descríe participarea dumneavoastrá la Bienala de la Venetia ín '93, '97, '99 (realizári, asteptári, dezamágiri, reactii la nivel national / 
international)? Ati reusit ín cadrul acestor manifestári de anvergurá sá stabiliti legáturi cu comunitatea artística internationalá? 

C.D. Privind retrospectlv, participarea noastrá la Bienala de la Venetia a fost, din punctul meu de vedere, destul de dezamágitoare, datoritá contextului 
de pauperltate infrastructuralá si neprofeslonallsm ce caracterlzau atunci (ca si acum) institutiile responsable din Románia. ín plus, Aperto 1993 a fost 
lamentabll girat de cátre coordonatoarea generalá Elena Kontova si de cátre curatorii cu care lucra, fapt care a afectat nemljlocit atát modul ín care 
a fost ¡nstalatá lucrarea noastrá cát si receptarea el. Datoritá prestatíel scázute a acelei editii, Aperto a fost de altfel abandonat pentru o vreme. 
ín 1999 bugetul pentru participarea ín pavilionul national a fost rldicol: nu am putut beneficia de o cálátorle pentru cunoasterea prealabllá a spatlului, 
astfel cá lucrarea noastrá, extrem de efectivá ín alte amblante arhltecturale, a suferlt din cauza llpsei unei corelári íntre dlmensiunile pavilionului si 
dimenslunlle fotograflilor. Oricum, chlar dacá prospectlunea ar fl fost posibilá, nu se putea pune problema obtlnerü banilor necesari pentru productla 
unei lucrári noi, la scara cerutá de acel loe. Relatia cu mass media a fost de asemenea ignoratá. Totul fiind otrávit pe deasupra de comportamentul 
de derbedeu cultural al lui Dan Háulicá care, frustrat de índepártarea sa de la comisariatul pavilionului, umbla sá neínvinuiascá de plagiat prin birourile 
Ministerului Culturii. Astfel cá, ín timpul ín care ar fi trebuit sá pregátlm participarea la bienalá, am fost obligatl sá ne ocupám cu justificares pozitiei 
noastre de fotografi conceptúan. 

I.K. A fost de flecare datá un cosmar. ín 1993 fiind invitati ca artisti ¡ndependentl si inocenti ín cadrul sectlunli de tineret “Aperto” ne-am trezlt fárá niel 
o acoperlre institutionalá, aruncatl de colo páná coloíntr-o arena cu galeristi fiorosl care se luptau fárá nici un fel de scrupule pentru extlnderea spatlllor 
artistilor pe care íi reprezentau, anume tínerii lupi ai artei contemporane: Matthiew Barney, Damlen Hirst, Kiki Smith, etc. ín 1997 si 1999 cosmarul a 
fost din cauza birocratíei delirante din cadrul MCR, care functloneazá íntotdeauna ca o fráná, blocánd banli pentru productie si cataloage páná ín 
ultima clipá. Desigur, Venetla este ¡Metí unde potl íntálni comunitatea artístícá internationalá, reactiile au fost bune. 

R.N. Cum s-a achitat grupul subReal de promisiunea pe care o fácea ín cadrul manifestului «Serving Art» de a alcátui o arhivá de imagini ale comunitáfii 
artistice internationale a anilor ’90? 



management, but that year's edition was so outrageous and it generated so many conflicts, that Aperto was dissolved that very same year. In 1997 
and 1999 the experience was a nightmare due to the delirious bureaucracy within the Minlstry of Culture, which always functions as a setback, 
blocking money for production and catalogues up until the last possible moment. Of course, Venlce is the place where the International artistic 
community gets together and in 1999 the reactions we experlenced were positive. 

R.N. How did the subREAL group keep its promise that was made in the «ServingArt» manifestó, the promise ofbuilding up an archive ofimages of 
the international artistic community of the '90s? 

C.D. I thlnk we only partlally kept to the promise regardlng the creatlon of a panorama of the international artistic community of the '90s, which was 
an entirely overstated objective, provided the practteal issues. What we were aimlng at was to travel a lot and find the opportunity of working in as 
many places as possible, thus belng able to offer a multifaceted image of the European and even non-European artistic Ufe. That depended on 
resources, and the fací that subREAL functioned for a long time with losif in Bucharest and I ¡n Amsterdam didn't make it any easier. We will see what 
we managed to achleve when things quieten down and we acquire a much clearer perspective. 

I.K. Thls project was masterminded through artists-in-residence programmes and carne about when and where received funding and the necessary 
support, not necessarily where and when we wanted to position it. Nevertheless we created a reasonably substantial visual archive that was exhibited 
in part in different locations. I believe the project would be worth publishing. 

R.N. In a age of mechanisation in which more and more (amateur) photographers are searching for the newest, smallest and most responsive 
equipment available on the market, is there any chance for photography to assert itself as a conceptual process? 

C.D. I think the only chance contemporary photography stands is to have a prominently conceptual character. Where else could we distingulsh it from 
the shallow hedonistic character of advertisement photography, from the life-style photography projecting a self-centred image of society - if not in 
the conceptual investment put at work by the artlst? More over, as there is a continuous absorption of artistic Solutions in the commercial sphere 
(through advertisement, music, fashion, deslgn), the opposite became scarce and, for many reasons, the exploitation of commercialism for art 
purposes (¡n a let's say Warhol-like tactical way) is no more efficient. That being said, the conceptual tools became paramount for the survival of artistic 
autonomy. How does this transíate formally - is the personal choice of the respective artist. 

I.K. Of course there is. Photography as a conceptual process can exist irrespective of the type of photo equipment that is available on the market. 
Perhaps it can exist even without the existence of the camera itself. For the fourth Triennial of photography held in Esslingen in 1988 with the title 
Photography as a Concept, one of the most interesting projects, belonging to Georg Winter was carried out by using camera-shaped wooden objects, 
whereby the artist made social comments on the act of taking photographs and the gestures it involves, and on the often ridiculous corporate 
language that the camera producers use. 
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C.D. Cred cá ne-am tinut doar partial de cuvánt, era o ambitie cu totul dlsproportionatá dat fiind aspectele de ordin practic. Ceea ce intentionam noi 
era sá lucrám ímpreuná Tn cát mai multe locuri, oferind astfel o Imagine multifatetatá a vletii artlstlce europene sau din atara Europei. Acest lucru 
deplndea de resurse iar faptul cá subREAL a functionat multa vreme cu lojl la Bucuresti si cu mine la Amsterdam nu a usurat situatia. RámSne de 
vázut mai tárziu, dintr-o perspectiva mal ciará, ce am reusit sá reallzám de fapt. 

I.K. Acest proiect a fost fácut ín cadrul unor rezldente artlstice si s-a concretizat doar ín acele locuri unde am putut gási flnantare si logística necesará. 
Cu tóate acestea avem un material vizual destul de bogat care pe fragmente a fost expus ín diverse locuri. Ar menta o publlcatie. 

R.N. htr-o era a robotizárii tn care tot mai mutti fotografi (amatori) cauta apáratele cele mai noi, mai miniaturizate si mai automatízate, exista o sansa 
pentru fotografíe ca proces conceptual? 

C.D. Fotografía ca disciplina artlstlcá nu poate f¡ decát conceptualá. Altfel cum s-ar putea face delimitarea de caracterul epldermic, hedonist si narcisist 
al fotografiei publicitare, sau al fotografiel gen Ufe style care glorifica o societate extrem de índrágostitá de sine ínsási? Acesta e ínsá un adevár cu 
aplicabilitate mai generalá: artístli folosesc azi medii asimílate dlscursului dominant al socletátii de consum; mal mult, exlstá o continué dinamicá de 
absorbtie a creativitátii artistice ín fórmate vandabile (publicitate, design, modá, muzicá), ín timp ce curentul ¡nvers, de absorbtle a unor elemente 
mainstream ín zona alternativa a artei e din ce ín ce mai sporadlc. Asa stand lucrurile, delimitarea revine la detlnerea unei íncárcáturi conceptúale si 
la continua explorare tacticá de noi posibilitáti continutlstice. Cum se traduce asta la nivelul formalului, deplnde de la artlst la artlst. 

I.K. Sigur cá exlstá. Fotografía ca proces conceptual poate sá existe indlferent de tipurile de aparate existente pe piatá, acum sau peste mai multi ani. 
Ba chiar si fárá aparat de fotografiat. La a IV-a trienala de fotografíe de la Essllngen din 1988, care avea tltlul “Photography as Concept”, unul din cele 
mai Interesante prolecte, cel al luí Georg Winter era realizat folosindu-se de cáteva obiecte din lemn de forma unor aparate de fotografiat, cu ajutorul 
cárora artistul fácea comentarii sociale fatá de actul fotografierli si gesturile care íl ínsotesc si fatá de llmbajul corporatist de multe orí aberant, folosit 
de producátorii de aparate foto. 
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Artists* 


Irina Botea (b.1970), lives and works ¡n Chicago. In 2001 she graduated the National University of Arts, Bucharest. Between 2004 - 2006, Master at The School of The 
Art Institute, Chicago. Her activity ineludes media as: painting, video, ¡nstallation, photography. 

Mircea Cantor (b.1977), lives in Paris; works in Paris and Cluj Napoca. Co-editor of the Versión magazine (www.versionmagazine.com). He graduated ERBAN - École 
des Beaux Arts, Nantes. His activity ineludes media as: video, ¡nstallation, photography. Represented by Galerie Yvon Lambed, Paris, New York. 

Stefan Cosma (b.1977, Bucharest), lives and works in Bucharest. Studies of photography at the National University of Ads Bucharest and Fabrica / Benetton Centre for 

Communication & Research, Italy. Visual adist, co-founder of Omagiu magazine. Currently he is doing different TV shows focused on urban culture and advedising. 

Alexandra Croitoru (b.1975, Bucharest), lives and works ¡n Bucharest. ¡n 1998 she graduated the National University of Ads, Bucharest. Currently teaching photography 
at the same university. Beslde photography she is working also wlth video, objeets, ¡nstallations and performances. 

Cálin Dan (b.1955, Arad), lives and works ¡n Amsterdam and Bucharest. Active both as ¡ndependent adist, curator and wrlter and ¡n the collaborative project subREAL. 
His activity includes media as: video, ¡nstallation, photography. 

Dúo van der Mixt (Mihai Pop & Cristian Rusu) is an adistic dúo established in 2002, in Cluj. Mihal Pop (b.1974), graduated the University of Ad and Design ¡n Cluj. Visual 
adist, curator at galería “plan b” - Cluj, working on a Ph.D. on Visual Ads at the UAD Cluj. 

Cristian Rusu (b.1972), graduated the University of Ad and Design ¡n Cluj. Visual adist, stage-designer, currently he ¡s teaching at the Faculty of Theare and Televisión, 

University Babes-Bolyai, Cluj. 

María Draghici (b.1978, Bucharest) lives and works in Bucharest. In 2003 she graduated National University of Ads, Bucharest and between 2003 - 2005 she completed 
a Master Degree in Visual Ads, at the same university. 

Daniel Gontz (b.1978) lives and works in Bucure$t¡. He graduated the University of Fine Ads, Vienna (New Media depadment) and in 2005 he completed a Master 
Degree in Visual Ads at the same university. (www.gontz.com) 

Teodor Graur (b.1953, Pogáceaua), Uves and works ¡n Bucharest. Active ¡n visual ads since the early eighties, working with varlous media ¡ncludlng painting, ¡nstallation, 
photography, video. Since 2003 he coordinates HT003 gallery, ¡n Bucharest. 

Grigorescu Ion (b.1945, Bucharest). Uves and works ¡n Bucharest. Actives slnce ’70s, working wlth various media ¡noluding painting, ¡nstallation, photography, film, 
performance. 

Nicu llfoveanu (b.1975, Pitesti), lives and works in Bucharest. In 2000 he graduated the University of Ads Bucharest, Photo-VIdeo depadment and ¡n 2001 he 
completed a Master Degree at the same university. Currently teaching photography at the National University of Ads, Bucharest. 

Mihaela Kavdanska / mi ka (b. 1976, Blagoevgrad, Bulgaria), Uves and works ¡n Bucharest. In 2001 she graduated the National University of Ads, Bucharest, the 
Painting depadment. She ¡s working ¡n various media, ¡neluding painting, ¡nstallation, video, VJ-ing. Since 2004 co-founder, together with $tefan Tiran, of AVmotlonal - 
audio / video / experimental / event (www.avmotlonal.com) 

losif Király (b. 1957, Resita), lives and works ¡n Bucharest. Graduated the University of Architecture and Urbanism, Bucharest. Active as ¡ndependent adist 
(www.iokira.com) and in the collaborative project subREAL. In 1995, co-founder of the Photo-Video depadment at the National University of Ads, Bucharest, where he 
currently ¡s teaching. 

Dan Miháltianu (1954, Bucharest), Uves and works Bucharest / Berlín / Bergen. Slnce 2001, professor at the depadment of Photography, Bergen National Academy of 
the Ads. Active as ¡ndependent adist and between 1990 -1993 ¡n the collaborative project subREAL, which he co-founded. 

Vlad Nanoá (b. 1979 Bucharest), lives and works ¡n Bucharest. Studies of photography at the National University of Ads Bucharest, visual adist, curator and net actlvist. 
Together with Stefan Tiran he created the 2020 platform (www.2020.ro) 
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Artisti* 


Irina Botea (n. 1970), tráieste si lucreazá la Chicago. ín 2001 a absolvit Universitatea Nationalá de Arte Bucuresti. íntre 2004 - 2006, Master la The School of The Art 
Institute, Chicago. Activitatea sa inelude lucrári realízate ín diferite medii: picturá, video, Instalatie, fotografié. 

Mircea Cantor (n. 1977), tráieste la París; lucreazá la París $1 Cluj Napoca. Co-editor al revlstei Versión (www.verslonmagazine.com). Absolvent al ERBAN - École des 
Beaux Arts, Nantes. Activitatea sa include lucrári realízate ín diferite medü: video, instalatie, fotografié. Reprezentat de Galería Yvon Lambert, París, New York. 

Stefan Cosma (n. 1977, Bucuresti), tráieste si lucreazá la Bucuresti. Studli de fotografíe la Universitatea Nationalá de Arte Bucuresti si la Fabrica / Benetton Centre for 
Communication & Research, Italia. Artlst vizual, co-fondator al revlstei Omagiu. ín prezent realizeazá diferite emislunl TV despre cultura urbana si publicitate. 

Alexandra Croitoru (n. 1975, Bucuresti), trále?te si lucreazá la Bucuresti. ín 1998 a absolvit Universitatea Nationalá de Arte Bucuresti. ín prezent predá fotografíe la 
aceeasi universitate. Activitatea sa Include lucrári realízate ín diferite medii: fotografié, video, oblect, Instalatie si performance. 

Cálin Dan (n. 1955, Arad), tráieste si lucreazá la Amsterdam si Bucuresti. Actlv ca artlst, curator $1 scriltor ¡ndependent $1 ín proiectul colaborativ subREAL. Productlile 
sale artlstlce sunt realízate ín diferite medü: video, instalatie, fotografíe. 

Dúo van der Mixt (Mlhai Pop si Cristian Rusu) este un dúo artistic format ín 2002, la Cluj. Mlhal Pop (n. 1974), a absolvit Universitatea de Artá $¡ Deslgn, Cluj. Artist 
vizual, curator la galería “plan b”, Cluj ?¡ doctorand la UAD Cluj. 

Cristian Rusu (n. 1972), a absolvit Universitatea de Artá si Design, Cluj. Artist vizual, scenograf, ín prezent predá la Facultatea de Teatru ?¡ Televizlune, Universitatea 
Babes-Bolyai, Cluj. 

María Draghici (n. 1978), tráieste si lucreazá la Bucuresti. ín 2003 a absolvit Universitatea Nationalá de Arte Bucuresti si íntre 2003 - 2005 un master ín arte vlzuale la 
aceeasi universitate. 

Daniel Gontz (n. 1978, Bucuresti) tráieste si lucreazá la Bucuresti. A absolvit Universitatea de Artá din Vlena (departamentul New Media) ?¡ ín 2005 un master ín arte 
vlzuale la aceeasi universitate. (www.gontz.com) 

Teodor Graur (n. 1953, Pogáceaua), traerte si lucreazá la Bucuresti. Actlv ín artele vizuale din añil '80. Activitatea sa include lucrári realízate ín diferite medü: picturá, 
video, instalatie, fotografié. Din 2003 coordoneazá Galería FIT003, ín Bucuresti. 

Grigorescu Ion (n. 1945, Bucuresti), tráieste si lucreazá la Bucuresti. Activ ín artele vizuale din añil ’70. Activitatea sa include lucrári realízate ín diferite medü: picturá, 
instalatie, fotografié, film, performance. 

Nicu Itfoveanu (n. 1975, Pitesti), tráieste si lucreazá la Bucuresti. ín 2000 a absolvit Universitatea Nationalá de Arte Bucuresti, departamentul Foto-Video ¡arín 2001 un 
master la aceea$¡ universitate, unde ín prezent predá fotografíe. 

Mihaela Kavdanska / mi ka (n. 1976, Blagoevgrad, Bulgaria) tráieste si lucreazá la Bucuresti. ín 2001 a absolvit Universitatea Nationalá de Arte Bucuresti, departamentul 
Picturá. Activitatea sa Include lucrári realízate ín diferite medü: picturá, video, Instalatie, fotografíe, VJ-ing. Din 2004 a fondat ímpreuná cu Stefan Tiran AVmotional - 
audio / video / experimental / event (www.avmotlonal.com) 

losif Király (n. 1957, Resita), tráieste si lucreazá la Bucuresti. Absolvent al Universitátli de Arhltecturá si Urbanlsm Bucuresti. Activ ca artist ¡ndependent (www.lokira.com) 
si ín proiectul colaborativ subREAL. ín 1995, co-fondator al departamentului Foto-Video al Universitátli Naflonale de Arte Bucure$t¡, undeín prezent predá. 

Dan Mihálfianu (n. 1954, Bucuresti), tráieste si lucreazá la Bucuresti / Berlín / Bergen. Din 2001, profesor la departamentul de Fotografíe a Bergen National Academy of 
the Arts. Actlv ca artlst ¡ndependent $1 íntre 1990 - 1993 ín proiectul colaborativ subREAL, unde este co-fondator. 

Vlad Nanoá (n. 1979, Bucuresti), trátente si lucreazá la Bucuresti. Studil de fotografíe la Universitatea Nationalá de Arte Bucuresti, artist vizual, curator si net activist. 
ímpreuná cu Stefan Tiran a creat platforma 2020 (www.2020.ro) 


293 






Gheorghe Rasovszky (1952, Suoeava), lives and works ¡n Bucharest. In 1977 he graduated the University of Art ¡n Bucharest. Actives since the ’80s, working with 
various media including painting, installation, photography, video. Numerous stage-design projects for theatre, televisión and film. Since 2003, author (together with 
Carmen Rasovszky) of the concept and director of various contemporary art shows at TVR (the national televisión). 

subREAL (Calin Dan & losif Király, based ¡n Amsterdam / Bucharest) - artistic group established ¡n 1990 (until 1993 working as a trio, with Dan Mihálfianu). Favourite 
media: photography, installation, performance. 

Gabriela Vanga (b. 1977), currently working in París, France. Co-ed¡tor of Versión artist run magazine (www.versionmagazine.com). Studies at the University of Art and 
Design, Cluj (1997 - 2001), at École des Beaux Arts, Nantes (2001 - 2002) and Le Pavillon / Palais de Tokyo, laboratoire de création, París (2002 - 2003). 

Mona Vátámanu & Florín Tudor (1968 Constanta / 1974 Geneva), leaving and working ¡n Bucharest. Graduated the University of Art Bucharest. They work as an artistic 
dúo since 2000 and their activity includes media like video, ¡nstalation, photography. 


Text Contributors*: 


Irina Cios is art critic and curator, director of the International Center for Contemporary Arts, Bucharest, and also guest lecturer at the Bucharest University. 2000 - 2003 
the initiator and curator of the SPACE Gallery of ICCA, promoting experimental art and new media. She organized visual art events ¡n partnership with international art 
institutions. Editor of contemporary art catalogues, she ¡s Co-author of the Art Dictionary; techniques and artistic styles (1998). Contributes with arteles and interviews ip 
catalogues, joumals and magazines like: Observator Cultural, Artelier, Balkon, Secolul 21, Praesens, Idea etc. 

Cosmin Costina? (b. 1982, Satu Mare) ¡s an art critic and ¡ndependent curator, at present an editor managing the documenta 12 magazines project. An associate editor 
of the magazines Idea artá+societate (Cluj) and Versión (París / Cluj), a contributor to reviews and periodicals ¡n Europe, North America and South-East Asia, he has 
delivered lectures in institutions and universities ¡n Europe and China. 

He lives and works ¡n Vienna. 

Raluca lonescu (b. 1977) ¡s an assistant lecturer at the Bucharest National University of Arts (U.N.A.) and artistic director of UNAgaleria, the art gallery of the university. 
Gradúate of the Photography and Video Department of U.N.A. and holder of an MA ¡n Creative and Media Enterprises from the University of Warwick/UK. Currently, 

PhD candidate with a thesis on “Urban regeneraron ¡n Bucharest City centre through visual arts ¡nterventions”. 

Anca Mihulet (b. 1981, Sibiu). Art critic, The Brukenthal Museum, Sibiu. Published arricies ¡n Romanía, Hungary, Germany. Interests in visual culture, image theory, 
public space, the statute of the contemporary museum. 

Mihnea Mircan (b. 1976) ¡s curator and works at the National Museum of Contemporary Art Bucharest (MNAC) 

Cosmin Moldovan is an artist working with film and photography, currently an MA student and an assistant at the National University of Arts in Bucharest, at the Photo- 
Video Department. His interests range from theory (conceming mainly photography, but also contemporary art) and curatorship to VJ-ing and DJ-ing. As a theoretician, 
his curriculum consist in reviews and texts for artists such as Ola Pehrson, Alexandra Croitoru, Matei Bajenaru, María Drághici, published in various cultural magazines 
or on the web (www.2020.ro). As a curator he ¡s involved ¡n the project Offset (an ¡nteractive dvd and a web archive showeasing the best and most active young 
Romanian artists). 

Raluca Néstor graduated the Master Degree in Visual Arts at the National University of Arts - Bucharest, in 2006. In 2005 she receives the national prize for multimedia 
E-content, at the E-culture section and participates at the World Summit Award (Europrix) competition. Since 2006 she is teaching multimedia at the Photo Video 
department ¡n UNAB and she ¡s working on her Ph.D. on a theme which ¡nvestigates the aesthetics of new media. She is a contributor to different artistic and cultural 
magazines a permanent collaboration with Radio Romanía Cultural (CulturaNet). 

Cristiana Radu graduated the Master Degree in Visual Art at the National University of Arts - Bucharest. Between 2003 - 2004 she works at HT003 gallery, and between 
2004 - 2005 she ¡s the coordinator of ArTei gallery. Since 2005 she works at igloo magazine, has her own radio art show at radio Mix and collaborates with artistic and 
cultural magazines. 


•Detailed byographies of the artists and of the text contributors can be found ¡n pdf format of the book, at www.galerianoua.ro 
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Gheorghe Rasovszky (n. 1952, Suoeava), tráieste ?¡ luoreazá la Bucuresti. Tn 1977 a absolvit Universitatea Nationalá de Arte Bucure?t¡. Activín artele vizuale din añil ’80. 
Aetlvltatea sa ¡nelude lucrárl realízate ín diferite medli: pleturá, ¡nstalatle, fotografié, video, Numeroase proiecte de soenografie pentru teatru, televiziune ?¡ film. Din 2003, 
autor al oonoeptulul si reglzor (Tmpreuná cu Carmen Rasovszky) a diferite emlsiuni la TVR (televlzlunea nationalá) despre arta contemporaná, 

subREAL (Calln Dan & losif Király, Amsterdam / Bucuresti) - grup artistic format Tn 1990 (páná Tn 1993 functioneazá ca un trio, cu Dan Miháltlanu). Medii favorite: 
instalare, performance. Din 1995 aotivitatea subREAL s-a concentratTn mare parte pe proiecte de fotografié. 

Gabriela Vanga (n. 1977), Tn prezent luoreazá la Paris. Co-editor al reviste! Versión (www.versionmagazlne.oom). Studii la Universitatea de Arte si Design, Cluj (1997 - 
2001), Éoole des Beaux Arts, Nantes (2001 - 2002) ?¡ Le Pavillon / Palais de Tokyo, laboratoire de création, Paris (2002 - 2003). 

Mona Vátámanu & Florín Tudor (n. 1968 Constanta / n. 1974 Geneva), tráiesc si luoreazá la Bucuresti. Au absolvit Universitatea Nationalá de Arte Bucuresti. Luoreazá 
oa un dúo artistic din 2000 iar aotivitatea lor inolude luorári realízate Tn diferite medü: video, instalare, fotografíe. 


Autori*: 


Irina Cios este oritic de artá si ourator, director al Centrului International pentru Artá Contemporaná Bucuresti, lector invitat la Universitatea Bucuresti. 2000 - 2003 
inltlatoarea si ouratoarea Galeriei SPACE CIAC axatá pe promovarea artei media si experiméntale. A organizat evenlmente de artá vlzualá Tn partenerlat cu ¡nstitutil 
románesti si internationale. A editat oataloage de artá contemporaná. Co-autor la Dioflonarul de Artá, forme, techniol si stiluri artistioe, vol I, II publioat de Edltura 
Meridiane (1988), oontribuie cu articole si interviuri Tn oataloage, publioatii periodice preoum: Observator Cultural, Artelier, Balkon, Secolul 21, Praesens, Idea etc. 

Cosmin Costina? (n. 1982, Satu Mare) este critio de artá si curator ¡ndependent, Tn prezent redactor coordonator al proiectului documenta 12 magazines. Redactor 
asociat al revistelor Idea artá+societate (Cluj) si Versión (Paris / Cluj), oolaborator la reviste si publioatii din Europa, America de Nord si Asia de Sud-Est, a tinut conferirte 
Tn ¡nstitutii si universitáti din Europa ?¡ China. 

Trá¡e?te si luoreazá Tn Viena. 

Raluca lonescu (n. 1977) este asistent universltar la Universitatea Nationalá de Arte din Bucuresti si director artistic al UNAgaleria, spatiul expozltlonal al UNA. Lioentiatá 
a departamentului Foto, Video, Procesare Computerlzatá a Imaginii al UNA Bucuresti si a programului de masteratTn Creative and Media Enterprises al Universitátii 
Warwiok / Marea Britanie. ín prezent, dootorand Tn arte vizuale cu teza “Reabilitarea centrului istorio al Buourestlului prin ¡nterventii de artá vizualá”. 

Anca Mihulet (n. 1981, Sibiu). Critic de artá, Muzeul Brukenthal, Sibiu. Articole pentru publioatii din Romanía, Ungaria si Germania. Interesatá de culturé vlzualá, teorii ale 
imaginii, teorii ale ¡storiei, spatiu publio, statutul muzeului Tn contemporaneitate. 

Mihnea Mircan (n. 1976) este ourator si luoreazá la Muzeul National de Artá Contemporaná din Bucure?t¡. 

Cosmin Moldovan este artist si luoreazá cu filmul si fotografía, actualmente masterand si preparator la departamentul Foto-Video al Universitátii Natlonale de Arte 
Buoure?ti. Raza preocupárilor sale ouprinde teoría (ín speoial cea de fotografié, dar si cea de artá contemporaná) si ouratoriatul, VJ-¡ng-ul ?¡ DJ-ing-ul. Ca teoretioian, 
aotivitatea sa consté Tn cronioi si texte pentru artisti oa Ola Pehrson, Alexandra Croitoru, Matel Bajenaru, María Drághici, publícate Tn reviste cultúrale sau pe internet 
(www.2020.ro). Ca ?¡ ourator e ¡mplicat Tn proieotul Offset (un DVD interaotiv ?¡ arhivá web prezentándu-i pe ce¡ mai buni si activi tineri art¡?t¡ románl). 

Raluca Néstor a absolvit programul de Masterat Tn Arte Vizuale la Universitatea Nationalá de Arte din Bucure?t¡, Tn 2006. ín 2005 prlmeste premiul national de multimedia 
E-content, sectiunea E-culture si participé la competitia World Summit Award (Europrix). Din 2006 predá multimedia Tn oadrul departamentului Foto-Video si este 
dootorand la UNAB cu o temé de investigare a estetlcil noilor medü. Colaboreazá constant cu periodice din domeniul artistic ?¡ cultural, cu Radio Cultural (CulturaNet). 

Cristiana Radu a absolvit Masteratul Tn Arte Vizuale la Universitatea Nationalá de Arte din Bucuresti, Tn 2006. ín perioada 2003 - 2004 luoreazá la PIT003 gallery, ¡aríntre 
2004 - 2005 este coordonator al galeriei ArTei. íntre 2005 - 2006 luoreazá Tn redactla igloo, sustine propria emisiune de artá la radio Mlx si colaboreazá constant cu 
periodice din domeniul artistic si cultural. 


•Biografiile detaliate ale art¡?t¡lor ?¡ autorilor pot f¡ gásite Tn formatul pdf al cárfil, la www.galerianoua.ro 
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